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ABSTRACT 
The purpose of this study was to document the history of the 
Aaron Copland School of Music (ACSM) at Queens College. The ACSM 
evolved out of the Department of Music at Queens College, established by 
the Board of Trustees and its first president, Paul Klapper, in 1938, one 
year after the founding of the college. In 1980, the Department of Music 
officially became a School of Music and subsequently named the Aaron 
Copland School of Music at Queens College of the City University of New 
York in 1981. 
In an effort to present an organized chronological history of the 
institution, I employed historical methodology for the collection, analysis, 
evaluation, verification, and description of data. Archival research and 
interviews with former students, and past and present faculty and 
department heads contributed significantly to the study. Additional data 
built a holistic picture, helping in the analysis of the reports and views of 
1X 
participants. Since there is no prevwus comprehensive historical 
documentation of the ACSM, it was necessary to examine source items 
such as Queens College and Copland School of Music records, 
manuscripts, college bulletins, newspapers, memoirs, and concert 
programs. Additionally, I examined other items from several archival 
collections to explain how and why the School of Music originated, as 
well as prevailing factors that contributed to its growth. Further, the 
study examines the role of curricula, personnel, facilities, and activities 
relevant to its development. 
The history of the ACSM reflects the development of other music 
schools in higher education in that it has and continues to develop 
musicians and provides diverse collaborative efforts with the community. 
A history of the Aaron Copland School of Music is both desirable and 
necessary to document fully its unique qualities and successes. In 
addition to documenting the historical record, this study may prove 
useful to present and future operations of the School of Music as well as 
bring new insights into the historical foundations of the college and 
providing a basis for future research. 
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CHAPTER ONE: 
Introduction 
Background 
This historical research is a chronological documentation of the 
Aaron Copland School of Music as it developed out of the Music 
Department at Queens College of the City University of New York. The 
study documents how the institution developed into a reputable and 
unique establishment from 1938-2010 under its chairpersons and 
directors. Among the many initiatives in the area of curricular, 
performance, facilities, and collaboration, this study also illustrates the 
extent to which internal and external factors influenced its overall 
development. 
Historical Significance 
A number of scholars have argued for historical research in 
institutions that prepare professionals in the field of music and have 
documented the need and worth for this type of inquiry. According to 
Heller and Wilson, such research is valuable in order to: "1) satisfy 
interest or curiosity; 2) provide a complete and accurate record of the 
past; 3) establish a basis for understanding the present and planning for 
2 
the future; and 4) narrate deeds worthy of emulation." 1 
Heller affirms, "History that best serves the profession informs and 
inspires its readers."2 Through historical research, scholars are able to 
examine the recent and remote past in order to gain an understanding of 
matters relevant to curricula, personnel, facilities, and activities of music 
institutions as they developed over time. These institutions are especially 
important for music education research due to their role in teacher 
preparation and scholarship in all fields of music. The emergence of 
historical studies of college and university schools of music and 
conservatories validate the importance for this type of research. 3 I hope 
that through this study, researchers will be inspired and encouraged to 
study other music institutions. 
Rationale 
Music has been a topic of study in American tertiary education 
since the mid-nineteenth century. University music departments and 
independent conservatories of music began in the late nineteenth 
century and a number of authors have written histories about these 
1George Heller and Bruce D. Wilson, "Historical Research" In The Handbook of 
Research on Music Teaching and Learning," ed. Richard Colwell (New York: Schemer 
Books, 1992), 103. 
2George N. Heller, "On the Meaning and Value of Historical Research in Music 
Education," Journal of Research in Music Education 33 (1985): 4-6. 
3See for example, Lori Rae Shipley, "A History of the Music Department at 
Hampton Institute/University, 1868-1972" (D.M.A. diss., Boston University, 2009). 
3 
institutions.4 There is no comprehensive history of the Aaron Copland 
School of Music, however. The institution possesses distinctive and 
important features rarely identifiable in other music establishments. Its 
rigorous undergraduate curriculum includes an intensive theory 
program, which has been highly regarded throughout its history. 
Minimum grades, yearly listening exams, and a written and oral senior 
comprehensive (senior concentration) examination for all undergraduate 
students5 result in a rigorous education for music majors and validates 
in part how, at one point, the leading posts in the music departments at 
Harvard, Yale, and Princeton were held by Queens College music alumni. 
The music program has attracted great musicians and scholars to 
its faculty. Among the lengthy list of important faculty members one 
finds composers Thea Musgrave and Hugo Weisgall, whose works have 
been presented by the New York City Opera and the Chicago Lyric Opera, 
among other venues. Felix Salzer, Charles Burkhart, and Carl Schachter 
are interna~ionally renowned figures in music theory. Harpsichordist 
Paul Maynard was one of the early pioneers in the early music movement 
in this country. The Guggenheim Fellowships are one of America's 
highest awards for scholarly and creative work, and the Music 
4Ray Edwin Robinson, "A History of the Peabody Conservatory of Music" (Ed.D. 
diss., Indiana University, 1968), 6. 
ssenior concentration examinations, which were common in liberal arts 
institutions, have largely disappeared and are not commonly found in conservatories. 
They were previously required in all other departments at Queens College, but are now 
only required by the ACSM. 
4 
Department at Queens College has had several Fellows among their 
ranks, including composers Hugo Weisgall (1955), George Perle (1966), 
Thea Musgrave (1974), and Bruce Saylor (1982). 
As the only institution to own the home and archives of American 
jazz icon Louis Armstrong, the Aaron Copland School of Music partners 
with the college in its operations and avails Armstrong's archives for 
scholarly research at the College's main library. ACSM sponsors 
numerous activities and events at Armstrong's home and attracts many 
international scholars. 
Members of the music faculty wrote some of the widely used music 
textbooks in this country. These range from Joseph Machlis' The 
Enjoyment of Music6 to music education faculty David Walker's music 
education series, Silver Burdett Music-Centennial Edition, 7 for elementary 
school music. Walker co-authored this work with others. Charles 
Burkhart's Anthology for Musical Analysis and Edward Aldwell and Carl 
Schachter's Harmony and Voice Leading are major texts also commonly 
used in music institutions. Although the standard music history text was 
A History of Western Music by Donald J. Grout of Cornell University, the 
revisions of the text were entrusted to Claude Palisca of Yale, a Queens 
College music alumnus. 
6Machlis' book established the discipline of music appreciation in this country. 
7Elizabeth Crook, Bennett Reimer, and David S. Walker, Silver Burdett Music-
Centennial Edition, Book 1 (New Jersey: Silver Burdett, 1985). 
5 
There are other sources of information in the form of books and 
research articles by or about distinguished professors of the Aaron 
Copland School of Music, Queens College, and the City University of New 
York. Although some of these sources contain data pertaining to the 
history of the Aaron Copland School of Music, they center on individuals. 
A need to gather information and create a comprehensive chronological 
history of the Aaron Copland School of Music exists. The document 
provides accessibility to present and future faculty, staff, students, 
alumni and administrators of the Aaron Copland School of Music, other 
researchers, and the profession at large. 
Purpose 
The purpose of this study was to document the history of the 
Aaron Copland School of Music as it developed from the Department of 
Music at Queens College of the City University of New York from 1938 to 
2010. This study includes personnel, curricular offerings, facilities, and 
activities of the Aaron Copland School of Music, placed within 
appropriate historical context, and fills a gap in the existing literature. 
Research Questions 
The specific questions that guided this study were as follows: 
6 
1. What led to the establishment of a Music Department at 
Queens College? 
2. What led to renaming the Music Department the Aaron 
Copland School of Music? 
3. Who have been the most influential people in the history of 
the Aaron Copland School of Music? 
4. Who have been prominent figures in the history of the Aaron 
Copland School of Music? 
5. How has the curriculum of the Aaron Copland School of 
Music evolved over time? 
6. What were major musical activities and events at the Aaron 
Copland School of Music throughout its history? 
Researcher Perspective 
As this study is the first in-depth examination of the history of the 
Queens College Department of Music, and the subsequent ACSM, it 
seemed prudent to give a broad, chronologically based narrative to the 
document. Future researchers may use this study as a basis for 
additional research with different foci. Other possible perspectives for the 
current study enumerated in Chapter 11, includes examining the 
institution's history through performing groups, the various majors, or 
through degrees offered. 
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In her article, "Looking Back in Time: On Being a Music Education 
Historian," Volk alludes to Tilly's article which describes historical 
approaches and methodologies available to historical researchers, 
particularly the humanistic (qualitative) and social-scientific 
(quantitative) approaches.s She concludes that, "Ultimately, the historian 
makes his or her own choice of approach and method based on personal 
preferences and philosophy."9 The researcher's preference for a 
chronological approach allowed him to investigate the ACSM in a broad 
and comprehensive way, which aligned with his interest in the topic. 
Additionally, I felt that a chronological study would be of the most 
interest to my audience and allow former, current, and future 
administrators, faculty, and stakeholders the opportunity to notice the 
evolution of their efforts throughout the institution's history. 
McCarthy points out that when conducting historical research, 
researchers should be mindful of biases associated with their topic.lO 
Moreover, historical research is generally conducted through varied 
perspectives and reflects the ideological nature of history. 11 The 
researcher is a 1987 graduate and former adjunct at the ACSM. His 
BTerese M. Volk, "Looking Back in Time: On Being a Music Education Historian." 
Journal of Historical Research in Music Education 25, no. 1 (October 2003): 56-58. 
9Jbid., 59. . 
10Marie McCarthy, "Knowing the past, understanding the present, enlightening 
the future : Values and processes of doing historical research in music education," The 
Finnish Journal of Music Education, 12 vol. 1 (Fall 2009): 86. 
lllbid., 86. 
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previous knowledge of the institution, curriculum, and prior relationship 
with some of the faculty involved in the study provided him with the 
insight necessary to interpret the data and environment of the 
institution. He has gained a more distant perspective, however, in the 
decade between his last faculty appointment at the school and the 
beginning of his work on the present study. Nonetheless, I recognize that 
my own bias resulting from experience with the institution, teaching 
background, and other factors likely influenced my decisions regarding 
what to include and exclude in the study. As with all historical research, 
readers should be mindful that multiple perspectives exist and may 
surface with future research. 
Definition of Relevant Terms 
Aaron Copland: American composer of concert and film music, and an 
accomplished pianist. Bom on November 14, 1900, Brooklyn, N.Y. and 
died on Dec. 2, 1990 in North Tarrytown, N.Y. Studied composition in 
Paris with Nadia Boulanger. 
ACSM: Aaron Copland School of Music. 
ASTP: Army Specialized Training Program. 
BHE: Board of Higher Education. 
Conservatory: Institution giving instruction in one or more of the fine or 
dramatic arts. Originally, conservatories were orphanages, under 
9 
religious auspices, established to "conserve" the lives of orphans. These 
early institutions faced the problem of training their wards in professions 
that would assure them a livelihood once they reached adulthood. With 
the craze for music-particularly opera-that swept Italy in the 
seventeenth century, these foundlings' homes gradually came to focus 
their activities on serious musical training. This tradition expanded 
rapidly until an elaborate system of conservatories developed across the 
European continent.12 
CPSM: Center for Preparatory Studies in Music. Renamed The Lawrence 
Eisman Center for Preparatory Studies in Music in 2006. 
CUNY: City University of New York. The City University of New York 
founded in 1847, serves more than 403,000 students at 20 colleges in 
New York City.13 
Music Department: A unit of a larger school or college of a university. 
P & B: Personnel and Budget committee. 
School of Music: College or university music school that has the status 
of a professional school. 
SGS: School of General Studies. Designated as the evening component of 
the Music Department at Queens College and at then at the Aaron 
Copland School of Music. 
12Conservatory [Internet] (accessed November 25, 2010): available from 
http:/ I www. britannica. com/ EBchecked /topic/ 133512/ conservatory. 
I3CUNY (Internet] (accessed October 19 , 2009): available from 
http:/ jweb.cuny.edu/ about/ index.html. 
10 
CHAPTER TWO: 
Review of Related Literature 
I consulted numerous historical studies of college/university music 
departments, schools of music, and conservatories in an effort to design 
an historical account of the Aaron Copland School of Music in the 
context of existing literature. These were primarily in the form of 
dissertations and theses. Heller catalogued forty-two inquiries of this 
type.l4 I also examined a number of published and unpublished books, 
articles, and dissertations which provided historical background on 
music education in the United States, Queens College, CUNY, and 
historical perspectives of post-secondary music departments, schools of 
music, colleges of music and conservatories. They are too numerous to 
include in this chapter and are therefore listed in the bibliography. 
Although a review of related literature revealed a body of historical 
studies on music institutions, I found no comprehensive study on the 
Aaron Copland School of Music from 1981 to 2010 or the Department of 
Music at Queens College from 1938 to 1980. The literature reviewed in 
this study includes seven historical studies on departments of music, 
four historical studies on schools of music, one book on a school of 
music, four studies of conservatories, and one dissertation on 
14George N. Heller, Historical Research in Music Education: A Bibliography, 3rd ed. 
(Lawrence, Kansas: University of Kansas, 1995). 
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educationalleadership.lS 
Historical studies of music institutions reviewed for this chapter 
include those written by Prince Leon Dorough on the University of 
Montevallo,16 Byron William Jensen on Kansas State University,17 
Edward Roy Sims on Indiana University of Pennsylvania, 18 Greg Alan 
Handel on Augustana College,19 Ulysses Grant Dalton on the University 
of Arkansas at Pine Bluff,20 Lori Rae Shipley on Hampton 
Institute/University,21 William Dolan Claudson on the State University of 
New York, College at Potsdam,22 Andrea Olmstead on The Juilliard 
School,23 Patrick M. Jones on the Armed Forces School of Music,24 Jean 
15Sandra Delson, "Leadership in a Public Institution of Higher Education During 
a Period of Declining Enrollment and Declining Resources" (Ed. D. diss., Columbia 
University, New York, 1986). 
16Prince Leon Dorough, "A History of the University of Montevallo Department of 
Music 1918-1984" (Ed.D. diss. , University of Montevallo, 1986). 
17Byron William Jensen, "College Music on the Konza Prairie: A History of 
Kansas State's Department of Music from 1863 to 1990" (Ph.D. diss., Kansas State 
University, 1990). 
18Edward Roy Sims, "The History of the Music Department of the Indiana 
University of Pennsylvania and Its contributions to Music Education" (Ed. D. diss., 
University of Michigan, 1968). 
19Greg Alan Handel, "The Augustana College Department of Music, 1921-1973" 
(D.M.A. diss., Arizona State University, 2007). 
20Ulysses Grant Dalton, "The Music Department of the University of Arkansas at 
Pine Bluff: Its Development and Role in Music Education in the State of Arkansas, 
1873-1973" (Ph.D. diss., University of Michigan, 1981). 
21Lori Rae Shipley, "A History of the Music Department at Hampton 
Institute/University, 1868-1972" (D.M.A. diss., Boston University, 2009). 
22William Dolan Claudson, "The History of the Crane Department of Music, The 
Stat University of New York, college at Potsdam, 1884-1964" (Ph.D. diss., Northwestem 
University, 1965). 
23Andrea Olmstead, Juilliard, A History (Urbana: University of Illinois Press, 
1999). 
2 4 Patrick M. Jones, "A History of the Armed Forces School of Music" (Ph.D. diss., 
Pennsylvania State University, 2002). 
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Fickett on Michigan State University,25 Paul K. Scimonelli on the 
Benjamin T. Rome School of Music at Catholic University,26 Andrew 
Dwight Dunbar on the University of South Carolina,27 Edward John 
Fitzpatrick, Jr. on the Conservatory in America,2s Ray Edwin Robinson 
on the Peabody Conservatory,29 John Beck on the Toronto 
Conservatory,30 and Jorge Perez on the Conservatory of Music of Puerto 
Rico.31 This body of historical studies and others support the importance 
of studies of this type. 
A call for music institutional historical inquiry has been prevalent 
throughout the mid-and late-twentieth centuries. Monteney affirmed the 
importance for this type of inquiry when she stated: 
There is a need for a more intensive study of the history of 
particular kinds of music schools, such as conservatories, 
professional music schools, and music programs in the 
liberal arts colleges. 32 
25Jean H. Fickett, "A History of the School of Music at Michigan State University" 
(Ph.D. diss., Michigan State University, 2003). 
26Paul K. Scimonelli, "A History of the Benjamin T. Rome School of Music of The 
Catholic University of America, 1950-2002" (D.M.A. diss. , Catholic University of 
America, 2003). 
27Dwight Andrew Dunbar, "A History of the University of South Carolina School 
of Music, 1920-1993" (Ph.D. diss., University of South Carolina, 1995). 
28Edward John Fitzpatrick, Jr. , "The Music conservatory In America" (D.M.A. 
diss. , Boston University, 1964) . 
29Ray Edwin Robinson, "A History of the Peabody Conservatory of Music" (Ed. D. 
diss. , Indiana University, 1968). 
30John Becker, "The Early History of the Toronto Conservatory of Music" (MA 
Thesis, York University, 1983). 
31Jorge Perez, "A Study of the Conservatory of Music of Puerto Rico with 
Implications for Future Development" (Ed.D. diss., Columbia University Teachers 
College, 1983) . 
32Virginia Ruth Mountney, "The History of the Bachelor's Degree in the Field of 
Music in the United States" (D.M.A. diss. , Boston University, 1962), 77. 
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Fitzpatrick also echoed a need for this type of inquiry in his work on the 
conservatory in America where he stated concerns for historical inquiries 
of independent schools of music: 
In the course of compiling information concerning the 
evolution of American music conservatories, it was evident 
that several aspects of the history of music in America 
obviously have not been investigated ... The histories of 
individual schools of music and music conservatories in the 
United States are few ... ,the independent music schools, 
which are traditionally not oriented toward musicological 
studies, have neglected their own histories.33 
Apart from an understanding of the substance within the literature 
reviewed, the framework and design of these studies were examined in 
an effort to learn how they were organized. A wide range of ideas resulted 
that proved beneficial to this study. 
While notable differences were evident in the organization, the 
large-scale institutional historical studies presented here followed, for the 
most part, a similar methodology. There were similarities relevant to 
matters surrounding the founding of the institution and changes in the 
curriculum within the course of the institution's history were commonly 
noted. In addition, these studies placed an emphasis on administrators 
and other individuals who influenced the institution's development and 
often mentioned facilities as an important component to the institutions' 
history. The outgrowth and outreach of performing ensembles and their 
33Fitzpatrick, 587. 
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directors were evident, outlining their ties to the intuitions' history. 
Finally, the studies described the affect of the institution on a local, 
regional, and national level. 
The research reviewed m this chapter Is divided into four maJor 
topics: 
1. History of specific college music departments 
2. History of schools of music 
3. History of conservatories 
4. Other relevant work 
Histories of Specific College Music Departments 
Prince Leon Dorough documented the history of the Department of 
Music at the University of Montevallo between the years 1918 and 1984. 
The framework of Dorough's study includes a prologue, which outlines 
the growth of the University and its Music Department from the 
University's founding in 1896 to 1918.34 After the introductory chapter, 
all subsequent chapters are organized in a manner where blocks of dates 
chronicle the development of curriculum, followed by matters relating to 
various administrators and faculty members who were influential figures 
throughout the Department's history. Of equal importance to this study 
IS Dorough's account of the new music facility built in 1971, which 
34Dorough, 14. 
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provided for the opportunity to accommodate new educational 
programs. 35 
Primary sources 1n Dorough's study included items such as 
yearbooks, programs, personal papers of past administrators of the 
institution, Board of Trustee minutes, Executive Committee minutes, 
reports of the Music Department Chairmen and Presidents, a variety of 
other printed materials, and interviews. Secondary sources were 
primarily in the form of books and dissertations. 
The substance of Jensen's study on Kansas State's Department of 
Music from 1863 to 1990 lies in his research objectives. The issues 
investigated dealt with the reasons for the inclusion of instrumental 
music at Kansas State when the college opened in 1863; matters 
concerning individuals who were important in the Music Department's 
development; significant curricular developments; the effect of 
accreditation; and how graduate and undergraduate degrees evolved. 
Other topics included the effect of extra-curricular musical activities; 
how the department adapted to Kansas State's emergence as a research 
institution; various contributions the music department made to the 
liberalization of technological studies; and how the development of 
Kansas State's Department of Music compared with other national 
35Jbid. , 140. 
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trends and events.36 
While his work 1s quite lengthy, it is detailed, comprehensive, 
scholarly, and well organized. Each chapter chronicles significant events 
that occurred throughout the history of the Music Department. Further, 
within the design of the research, the author clearly addresses each 
issue that served as the premise for the study. Primary and secondary 
sources provide source materials to support the framework. Secondary 
sources, which included dissertations, encyclopedias, journal articles, 
and monographs, serve as the basis for a comparison made between 
Kansas State and various national developments. A transcription of all 
interviews is available in the appendices for the reader. 
Sims' study dealt with the history of the Music Department at 
Indiana University in Pennsylvania from 1875, as a department at the 
Indiana State Normal School of Pennsylvania, to 1965. According to 
Sims, this institution attained university status in 1965 when the school 
began offering undergraduate and graduate degrees 1n music 
education.37 Changes at the University noted were during its first fifty 
years; notably the change from a private normal school to the only 
university in Pennsylvania completely owned and operated by the state. 
This change enabled the Music Department to expand its musical 
36Jensen, 2. 
37Sims, 1. 
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offerings.38 
The framework of Sims' historical account differs from the studies 
of Dorough and Jensen in that it offered no chapter devoted to the 
evaluation of existing literature or a rationale for the research. Although 
he presented a summary of chapters one and nine, he did not give an 
overall summary of the entire work. 
The dissertation is divided into two sections where chapters one 
through five are structured chronologically and six through twelve are 
structured by various topics including the Music Department's 
curriculum, personnel, activities, and policies. While the overall 
framework of Sims' study did not generally conform to the structure of 
other historical works of this type, he provided a wealth of information 
that benefited this study. The chapters that chronicled maJor 
developments of the Music Department under various chairs from 1915 
to 1938 for example, allows the reader to learn how these leaders' 
musical background influenced changes within the Music Department 
and how each chair expanded the curriculum from the contributions of 
previous administrators. Further, Sims included appendices of sixty-nine 
pages of course outlines, degree requirements, tuition fees, and listings 
of various performance activities, radio programs, faculty members, and 
other information relevant to the history of the Music Department. 
38Jbid., 3 . 
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Handel's work is a comprehensive study of the history of the 
Augustaila College Music Department from 1918, when it first began 
offering music courses, to 1973. Unlike Dorough, Jensen, and Sims' 
studies, Handel included a wider range of events, such as an overview of 
the Norwegian migration to the United States, the depression era, and 
World War II. These surrounding developments helped place the history 
of the Music Department into the proper historical context. 
The structure of Handel's study differs from Sims' research in that 
Handel organized his work by starting with a concise history of the 
founding of the Augustana College, followed by events during the early 
years of the Music Department, which included curriculum development. 
He proceeded to give an historical account of various performing groups 
as each emerged throughout the course of the Department's history. 
This design allowed for a better continuity within the narrative. Similar 
to Dorough's work, Handel also accounted for how the building of a new 
facility to house the Music Department provided the opportunity for 
several types of music education expansions. He referenced, for example, 
a department chair's faculty meeting notes indicating that, "Approval had 
been finally granted for additional staff in the keyboard area, and for a 
double-reed specialist in the instrumental area."39 
39Handel, 268. 
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Handel included pnmary sources such as manuscripts and 
several items from the Augustana College archives. Secondary squrces 
included encyclopedia entries, books, and research studies. Personal 
interviews in his study also provided further historical insight. 
Dalton's dissertation chronicled the history of the Music 
Department of the University of Arkansas at Pine Bluff from 1873 to 
1973. The design of Dalton's work-an historical account of a music 
department at a historically black university-paralleled Handel's work 
in that it also referenced various societal factors of the time and their 
effect on the Music Department. Of importance to his work, Dalton 
alluded to the hardships endured by blacks in the state of Arkansas with 
regard to music education after the Civil War.40 The findings in his work 
led to music programs for its black students. 
Following the framework of Jensen's study, Dalton outlined the 
early period of the music program, development of the music education 
degree, and the evolution of major organizations and activities 
throughout the history of the Music Department. Dalton also reported on 
the careers of music majors from the university through a survey 
presented to graduates of the Department. These data provided an 
additional means of assessing the effectiveness of the Music 
Department's offerings as related to long-term careers of its graduates. 
40Dalton, 12. 
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Combinations of both pnmary and secondary source materials 
facilitated presenting the main topic of his work. Ample use of secondary 
source materials supported the context. Matters with regard to 
curriculum development and the framework of the overall chronological 
record of events within the Music Department were relevant and helpful 
to this study. 
Shipley's study on the Music Department at Hampton 
Institute/University from 1868-1972 complements Dalton's work as she 
also chronicled the history of a Music Department within an historically 
black university after the Civil War. The substance of Shipley's work is a 
detailed historical account of the Music Department from its inception in 
1868 to when it attained accreditation by the National Association of 
Schools of Music (NASM) in 1972.4 1 Additionally, societal trends noted 
within the framework of Handel and Dalton's studies are evident in 
Shipley's work. This sociological report allowed for a better 
understanding of the context surrounding developments within the 
Music Department in relation to development of the university's mission 
associated with constant changes of the black experience within the 
country. The university's original mission, as Shipley explained, "was to 
train illiterate freed slaves in various trades or to become teachers."42 
41Shipley, 228. 
42Jbid., 24. 
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Similar to Sims' work, Shipley designed various chapters detailing 
how the Music Department evolved under its leaders. Matters relevant to 
personnel, student enrollment, curriculum, degree offerings, performing 
groups and activities of the Music Department are evident within her 
framework. She drew on a vast number of sources for her study. These 
included school records, syllabi, concert programs, President's Annual 
Reports, magazines published by Hampton Institute, Music Department 
handbooks, audio recordings, photographs, newspaper articles, and 
journal articles. In addition, she conducted a series of interviews with 
current and past professors and department heads, as well as with 
alumni to support the narrative. 
Claudson reported on the development of Crane's Department of 
Music from its founding in 1884 to 1964. He gave an account of 
accomplishments achieved by the Department in the area of music 
teacher preparation and other significant contributions achieved in 
music education. The substance of Claudson's study was to find out how 
the philosophy of the Music Department changed over time; what 
influenced changes in its curriculum; and how the Department's 
philosophy and curriculum affected the growth and development of 
music and music education in New York State. He also investigated how 
the Music Department contributed to music and music education, and 
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how knowledge of the Music Department's history could benefit mus1c 
education at large.43 
Claudson noted that the Department of Music operated as The 
Crane Normal Institute of Music beginning in 1884 and incorporated as a 
significant department of the State Normal School in 1926. This Institute 
of Music was the first normal music school in the United States.44 In 
1926, the State of New York purchased the Institute of Music and it was 
subsequently renamed the Crane Department of Music of the State 
Normal Schoo1.45 The name of the college, however, officially changed to 
the State University College at Potsdam in 1961.46 Similar to Sims and 
Shipley's work, Claudson organized his study by presenting the Music 
Department's historical account under various department heads and 
chronicled curricular offerings and various activities of performing 
groups within this framework. 
Histories of Specific Schools of Music 
"Juilliard: A History (Music in American Life)," by Olmstead 
provides a comprehensive history of the Juilliard School of Music 
including many details concerning the School's founding fathers, Frank 
Damrosch and James Loeb. According to Olmstead, Damrosch had the 
43Claudson, 2 . 
441bid., 2 . 
45Jbid. , 9 . 
46Ibid. , 10. 
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idea of starting a music school as early as 1892 but could not find the 
proper backing to carry out this thought.47 His goal, unfortunately, 
remained unrealized for more than a decade. An endowment in 1903 
from banker and philanthropist James Loeb made it possible to open the 
School of Music in 1905 under the name Institute of Musical Art (IMA).48 
The mission of the Institute at that time was to produce true musicians 
with an expanded and full knowledge of music through a policy of 
intense focus on student developrnent. 49 The name Juilliard School of 
Music, however, carne about as the result of a merger between the 
Juilliard Graduate SchoolSO and the Institute of Musical Art in 1926.51 As 
with the previous studies examined, Olmstead organized this work 
around chronological historical accounts of the Juilliard School relating 
to facilities, activities, personnel, and cultural background. Additional 
matters noted in the narrative are the impact of Lincoln Center and 
political issues. 
Jones' dissertation covered the founding and growth of the Armed 
Forces School of Music from 1935 until 2001. This institution opened in 
1935 at the Washington Navy Yard as the U .S. Navy School of Music, 
47Qlmstead, 11. 
48Jbid., 13. 
491bid., 16. 
50Augustus D. Juilliard, a wealthy textile merchant, died in 1919 and left a 
substantial amount of money in his will for music advancement. The Juilliard Graduate 
School established in an effort to help worthy music students complete their education. 
51Qlmstead, 25. 
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functioning as an adjunct operation of the U.S. Navy Band. 52 In an effort 
to contextualize the School's establishment and its early years, Jones 
provided in his framework descriptions of societal events; as also 
depicted in the works of Handel, Dalton, and Shipley. He referenced 
mainly the era of the Great Depression and explained its relevance to the 
School of Music's historical account. 53 
Jones used a wide variety of sources for this study including 
official Navy, Army, and Department of Defense documents, public laws, 
press releases, and media coverage of the School. Information derived 
from interviews and correspondence with personnel affiliated with the 
Armed Forces School of Music and secondary sources resulted in 
important perspective with regard to context, background, and influence 
of the School of Music. In an effort to give a full understanding of the 
history of the Armed Forces School of music, Jones provided a detailed 
historical account of music within the Army,s4 Marine Corps,ss and 
Navys6. He included matters relevant to female and African-American 
musicians, training, band programs, and schools prior to these services 
uniting with the Armed Forces School of Music. 
52Jones, 147. 
53Jbid., 147. 
54 Ibid.' 27. 
ssrbid., 58. 
56Ibid., 68. 
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The organization of Jones' study allows the reader to move either 
chronologically or topically through the School's history. Either the 
reader can proceed through the study in a book-format examining each 
military service in chapters four through six and the School of Music at 
each location in chapters eight through ten; or the reader can jump from 
chapter to chapter following various themes such as female musicians, 
curriculum, and personnel. Page numbers for these subsections are 
provided in the Table of Contents for readers who prefer to read the work 
by moving topically. 
The purpose of Fickett's study was to trace the history of the 
School of Music at Michigan State University from its founding within the 
Michigan Agricultural College to 2004. An emphasis on the years 1950 to 
2003 is noted. During these fifty-three years, the School of Music 
developed considerably as faculty, staff, and student enrollment for 
undergraduate and graduate degrees increased. Additionally, curricular 
offerings expanded and outreach programs m music education 
flourished. Fickett presented the information chronologically, which 
bears similarity to the framework of Sims, Shipley, and Claudson's 
studies. Chapters describing accomplishments under department heads 
are presented. Fickett's work focused on teaching, outreach, research, 
and described how the School of Music continued to thrive in spite of 
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limited financial resources. 57 All supplementary information provided in 
the form of charts, lists of enrollment, directors, and others, also 
benefited this study. 
Scimonelli documented the history of the Benjamin T. Rome School 
of Music from its inception as a Division of Music in 1950 to 2002. The 
author chronicled the growth and development of the School of Music 
through a variety of primary and secondary source materials such as 
official university and School of Music documents, photographs, 
memorabilia, private collections, books, papers, periodicals, and data 
from oral interviews. Scimonelli reported that the Catholic University of 
America established a Music Division in 1950, which subsequently 
became a formal department within the College of Arts and Sciences in 
1954. After accreditation by the National Association of Schools of Music 
(NASM) in 1965,58 the Department became a School of Music. 59 The 
name change to the Benjamin T. Rome School of Music occurred in 
1984. 
Keeping with the framework of Sims, Shipley, Claudson, and 
Fickett's studies, Scimonelli also structured his work by presenting 
chapters outlining the history of the School of Music through various 
chairs. Unlike the other studies, however, he provided biographical 
S7Fickett, 2. 
ssscimonelli, 72 . 
59Jbid., 74. 
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information for each department head. The chronological design of 
Scimonelli's study included much information on activities of faculty and 
students in an effort to show how they contributed to the history and 
development of the · School of Music, the history and development of 
music making, and mus1c training in America.6o The overall layout of 
Scimonelli's work and the manner in which he presented information 
relevant to the impact of the School of Music's facilities was also a useful 
model for this study.61 
The structure of Dunbar's dissertation on the history of the 
University of South Carolina's School of Music from 1920-1993 provides 
a detailed comprehensive chronological account of the institution. As 
with other studies, this work chronicles curriculum development, 
facilities , and activities under five former directors. Dunbar also 
presented a table illustrating a brief historical account of the School of 
Music's bands, names of various band directors, the years of their 
service, facilities occupied by the band, and a column of notes outlining 
significant achievements. 62 His work also includes varied primary and 
secondary source materials and personal interviews, which supports the 
narrative. 
60Jbid., 5. 
61Jbid.' 59-61. 
62Dunbar, 73. 
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Histories of Conservatories 
The music training system in Europe has frequently captured the 
attention of many American scholars. The curriculum within the 
European conservatories was that of a trade school format, where a 
strong emphasis on performance was dominant. 63 Otto Kinkeldey 
described the overall aim of European conservatories as: 
... not to provide a general cultural musical equipment, but to 
turn out men and women who are competent professional 
composers, performing artists, or music teachers. 64 
Up to the mid-nineteenth century, cultural differences in American cities 
did not readily warrant institutions of this type. With regard to this 
difference of cultures, Frank Damrosch commented on the effects of 
transporting European conservatory ideas to the American educational 
system by stating: 
In America, the conservatory of music aims to make the 
masses musical, in order to build its pyramid upon a broad 
foundation, upon which may then be built a structure that 
may pinnacle in the stars. 65 
With the appearance of these types of mus1c institutions in America 
during the late nineteenth century, scholarly works on these institutions 
consequently began to emerge. 
63Robinson, 5. 
640tto Kinkeldey, "American Higher Musical Education Compared with that in 
Europe," Proceedings ofthe Music Teacher National Association, (XXIX, 1935): 22. 
65Frank Damrosch, "The America Conservatory, Its Aims and Possibilities," 
Proceedings of the Music Teacher National Association, I (1906) : 14. 
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Fitzpatrick's dissertation for example, dealt with the founding and 
development of the music conservatory system in America. His work was 
limited to investigating the establishment of Oberlin Conservatory (1865), 
Cincinnati Conservatory (1867), New England Conservatory (1867), and 
The Peabody Conservatory ( 1868). According to Fitzgerald, all four 
institutions originally followed the European conservatory model. From 
their inception, however, each contained distinct American 
characteristics such as affiliations with liberal arts colleges and 
universities, preferences for private administration and endowment 
rather than state support, and later, curricula leading to academic 
degrees.66 
In an effort to organize his work accurately, Fitzpatrick drew on a 
vast number of sources from each conservatory. Items referenced 
included conservatory catalogues, reports of the boards of trustees, 
reports of the president, announcements, and bulletins, many of which 
previously published annually throughout the histories of the various 
institutions examined. Personal interviews with directors, presidents, 
deans, and others provided additional data. 
Fitzgerald, similar to Sims and Jones, organized chapters topically. 
Subsections within the framework of the chapters are also noted, where 
he arranged the historical progression of each conservatory through 
66Fitzpatrick, 9. 
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various areas of focus. The work is comprehensive and scholarly and 
benefited the current study in the area of structure, historical 
perspective of music education, and source content. 
Robinson fully documented the history of one of the conservatories 
noted in Fitzgerald's work.67 According to Robinson, the European 
influence on the Peabody Conservatory began in 1871 when Asger 
Hamerick-European musical aristocrat-received appointment as the 
new director.68 In 1874, the name of the academy changed to include the 
word "Conservatory," which better described the institution's actual 
function.69 The substance of Robinson's work brings to light the 
challenges of American conservatories' adaptation of the European 
conservatory ideas to an American system of higher education. Within 
the highly organized chronological historical account of Peabody, 
Robinson detailed why forces compelled the institution to reflect upon 
the changes brought about by the evolution of America's cultural 
development. 70 
Robinson collected source materials over a period of four years and 
employed a predetermined five-step procedure . In this process, the 
researcher 1) gathered published and unpublished data; 2) probed the 
holdings of six prominent reference and research libraries; 3) examined 
67Robinson, 177. 
68Jbid. , 179, 199. 
69Ibid., 209 . 
70Jbid. , 10. 
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articles from two newspapers; 4) reviewed correspondence with faculty 
and staff members, past and present, alumni, and former students; and 
5) interviewed members of the board of trustees, administration, faculty, 
and alumni. 71 These source materials are arranged chronologically and 
topically, bearing similarity to the organized pattern of source materials 
in the works of Dorough, Sims, Fickett, and others. After a long 
introduction, Robinson followed a framework similar to Sims, Shipley, 
Claudson, and others by organizing each chapter to reflect the point of 
view of various administrators. This corresponds with his belief "that the 
leaders of the Conservatory were the main causative factors in its 
historical development."72 Subsections within the narrative addressed 
biographical information of each administrator (which bears similarity to 
the work of Scimonelli), curricula, facilities, personnel, performing 
ensembles, degree programs, and budgetary issues. Items that benefited 
the current study included the five-step procedure in gathering materials 
and the overall reporting of the historical account. 
Becker's work on the history of the Toronto Conservatory of Music 
was limited to the early years of the Conservatory from 1887 to 1912. At 
its inception, the designation of the institution was the Toronto 
Conservatory of Music. In 194 7 , it was renamed the Royal Conservatory 
71Jbid. , 19. 
72Jbid. ' 24 . 
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of Music of Toronto. In order to provide context and comparison, Becker 
referenced the histories of similar music education institutions 1n 
Ontario, other parts of Canada, Europe, and the United States. 73 
Two themes guided his research. The first theme centered on what 
Becker referred to as a "civilizing mission," where he described efforts by 
educators trained in Europe and America to bring music education to 
people in Canada. Programs and objectives of European and American 
conservatories coupled with those of the Royal Conservatory in an effort 
to trace and describe their effect on the Institution. The second theme 
presented an explanation of diverse educational experiences students 
received at the Conservatory.74 
In chapter one of his study, Becker presented a brief history of 
music conservatories in Ontario and other parts of Canada, Europe, and 
the United States, along with information regarding the founder of the 
Royal Conservatory of Toronto and chronological events of the 
institution. Programs found in late nineteenth-century conservatories, 
including those at the Royal Conservatory of Toronto, are outlined in 
chapter two. The programs presented were mainly those geared towards 
music instruction in various departments. Chapters three and four were 
devoted to instrumental music groups, while chapter five described 
73Becker, 2 . 
74Jbid. , 2. 
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music theory and the importance of theoretical knowledge in the 
activities and objectives of the Conservatory.75 Source materials utilized 
for his study included annual calendars and publications of the 
Conservatory, the Encyclopedia of Music m Canada, books, 
dissertations, yearbooks, and newspaper articles. These and others that 
he referenced helped in presenting the historical account of the early 
years. 
Jorge Perez reported on the Conservatory of Music of Puerto Rico 
and included implications for future developments. His chronological 
work provides details with regard to facilities, personnel, curriculum, and 
activities. The description of the political climate during the early stages 
of the Conservatory provided a better understanding of the institution's 
ong1n. 
Perez describes how the Conservatory evolved in 1959 as part of 
the economical, political, and cultural reforms carried out by the 
Democratic Party from 1940-1960, rather than out of educational 
implications. Perez reported that the Conservatory's administration and 
direction was under the Casals Festival, Inc.,76 which was a public 
subsidiary corporation in Puerto Rico. The Conservatory's intended 
75Becker, 138. 
76The name is attributed to a yearly event, The Festival Casals of Puerto Rico; 
founded in 1956 by cellist-conductor and composer, Pablo Casals. Casals visited Puerto 
Rico in 1955 and 1956. By 1957, he moved to the island and founded the prestigious 
musical festival which bore his name. 
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mission was to provide the youths of Puerto Rico a facility to enhance 
their musical talents, and as a means of training the future members of 
the country's Symphony Orchestra. Under its administration, Perez 
noted major problems that came about in 1970s, primarily attributed to 
misdirection. Some of the resulting problems noted in his study include 
discriminatory practices relevant to salaries between local and foreign 
instructors in which local teachers earned less than their foreign 
counterparts. In addition, Perez noted curricular issues concerning a 
complete disregard to the country's own musical heritage in favor of a 
heavy emphasis on European music and performance. 
Perez's historical account began with the premise that the original 
administrative set-up of the Conservatory was inadequate. Although 
fulfilling part of its mission, it failed, however, to reach the greater part of 
the population. The major educational concern raised in Perez's work is 
evident in the work of Robinson, where he presented concems relevant to 
the effectiveness of transplanting the conventional European model of 
Conservatory instruction to a modern-day Puerto Rico. 
Recommendations that resulted from Perez's work include the 
separation of the Conservatory from the Casals Festival, an affiliation 
with the University of Puerto Rico, a new ranking system for faculty, and 
a re-evaluation of the overall music-learning philosophy and curriculum. 
Perez dedicated five years to gathering varied primary and secondary 
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source materials including interviews of government officials, personnel 
from the Casals Festival Inc., and deans, faculty, and students of the 
Conservatory. 
Other Works Examined 
In Delson's dissertation, "Leadership in a Public Institution of 
Higher Education during a Period of Declining Enrollment and Declining 
Resources," she presented a case-study outlining conditions colleges 
faced during the early 1980s such as lack of resources, declining 
enrollment, and the need for funding through the private and public 
sector. 77 Through her research, she endeavored to help universities and 
colleges devise methods to confront these issues. For a model college, she 
presented an analysis of Queens College as an institution that succeeded 
through this difficult period. Based on the research analysis, conclusions 
for the reason why and how Queens College managed to succeed through 
the challenging period were drawn and attributed primarily to the 
institution's leadership. The author generalized the results to other 
institutions that faced similar struggles. 
As part of her data collection, Delson examined varwus projects 
within Queens College and focused on themes of leadership. For the 
Aaron Copland School of music project, she performed a series of 
77Delson, 5. 
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interviews with Queens Colleges' leader, then-President Saul Cohen, to 
gain an understanding of matters that surrounded the establishment of 
the new music facility and to identify strategies devised by the leadership 
of the institution. Although her work is scholarly and provided some 
historical insight concerning the Aaron Copland School of music and its 
new facility, it is not an organized historical study of a music institution. 
Her study did not provide a chronological account of the ACSM or its 
previous incarnation as the Department of Music. Further, matters 
concerning curriculum, personnel, and activities of the School of Music 
are not included within her work. 
Conclusion 
The literature demonstrates that many studies have been 
conducted on secondary school music departments, schools/universities 
of music, and conservatories. The volume of this type of inquiry 
substantiates the importance and need for further studies of this genre . 
A study of the history of the Aaron Copland School of Music and the 
Department of Music at Queens College provides a missing link to this 
body of literature and to music education history in the United States. 
Dorough stated, "Reviewing historical studies reveals one trait 
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shared by all, method of organization."78 Although the studies reviewed 
in this chapter varied concerning the method of organization, I noticed a 
number of similarities as well. The studies reviewed, for example, were 
limited to presenting the history of departments of music, the 
colleges/universities of music, or the conservatories. Furthermore, these 
studies utilized similar primary and secondary source materials such as 
catalogues, manuscripts, and minutes from meetings, newspaper 
articles, photographs, concert programs, diaries, monographs, 
encyclopedias, dissertations, and journal articles. 
borough further described the chronological presentation of events 
1n studies of this type as, "the larger frame of organization in historical 
studies."79 Within this larger frame of organization, differences were 
observed in the topics that lead each narrative. In Jones' and Sims' 
studies for example, chapters were presented topically, reflecting various 
historical developments. Shipley, Claudson, Fickett, and Scimonelli, 
however, presented the historical account through various chairs as they 
appeared throughout the institution's history. In Dalton's, Shipley's, 
Jones', and Handel's studies, matters regarding societal developments 
were also included in an effort to give a broader historical perspective of 
the institution. 
78Dorough, 10. 
79Dorough, 12. 
38 
While the range of works reviewed for this study covered a vast 
span of time, all of them were similar to the current construct 
requirements for institutional historical studies. Each study provided 
examples beneficial to this study and the opportunity to compare these 
works with each other enriched this research. 
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CHAPTER THREE: 
Procedures 
Restatement of Purpose 
The purpose of this study was to document the history of the 
Aaron Copland School of Music as it developed from the Department of 
Music at Queens College of the City University of New York. This study 
includes personnel, curricular offerings, and activities of the Aaron 
Copland School of Music, placed within appropriate historical context. 
Research Questions 
The specific questions posed for this study were as follows: 
1. What led to the establishment of a music department at 
Queens College? 
2. What led to renaming the music department as the Aaron 
Copland School of Music? 
3. Who have been the most influential people 1n the 
development of the Aaron Copland School of Music? 
4. Who have been prominent figures in the history of the Aaron 
Copland School of Music? 
5 . How has the curriculum of the Aaron Copland School of 
Music evolved over time? 
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6. What were major musical activities and events at the Aaron 
Copland School of Music throughout its history? 
Introduction and Sources 
Introduction 
I employed traditional historical research techniques as outlined by 
Barzun & Graff,BO Hi11,81 Phelps,a2 Phillips83, and Rampolla84 in this 
study. Sources included information from archival research, personal 
and official documents, and interviews. While examining historical 
documents, I exercised great care in an effort to maintain the appropriate 
historical context85 and place information in chronological order. 
Sources 
Primary sources are most valued in an historical investigation. 
Rampolla states, "By examining primary sources, historians gain insight 
into the thoughts, behaviors, and experiences of the people of the past."86 
BOJacques Barzun and Henry F. Graff, The Modem Researcher, 5th edition (Fort 
worth, TX: Harcourt Brace Jovanovich, Inc., 1992). 
81Michael R. Hill, Archival Strategies and Techniques (Newbury Park, California: 
Sage Publications, 1993) . 
82Roger P. Phelps, et al. , A Guide to Research in Music Education, 5th edition 
(Lanham, MD: Scarecrow Press, Inc. 2005). 
B3Kenneth H. Phillips, Exploring Research in Music Education & Music therapy 
(New York: Oxford University Press, 2008). 
84Mary Lynn Rampolla, A Pocket Guide to Writing in H istory 5th ed. (Boston: 
Boston/St. Martin's. 2007). 
BSBarzun and Graff, 99. 
86Rampolla, 7. 
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These types of sources place the researcher close to an event, without 
having been there.87 The primary sources in this study included (but 
where not limited to) accounts by witnesses to events, pamphlets, logs, 
scores, notes, concert programs, legal documents, photographs, personal 
letters, diaries, newspapers, school catalogs, Queens College bulletins, 
school records, and copies of Phoenix (the college newspaper published 
by Queens College which covered many activities of the ACSM). 
Secondary sources can provide valuable information when primary 
sources are not available. Phelps suggests that secondary sources worthy 
of merit should be documented, since they should be based on primary 
source materials. 88 In his article, "Historical Researcher," Heller alludes 
to Gottschalk's five reasons to consult secondary sources, which are: 
1) To gain an understanding to the times that produced the 
contemporary evidence 
2) To discover other bibliographic data 
3) To find quotations and citations from contemporary sources 
4) To suggest interpretations of the research problem to be tested 
used, improved, or discarded, and 
87Phillips, 52 . 
BBPhelps et al. , 213. 
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5) To study published examples of how others have reported their 
historical research89 
Secondary sources examined included books, journal articles, 
magazines, dissertations and theses, program notes, and other writings. 
I reviewed the significance of these sources and ascertained whether they 
could lead to other resources. 
Verification 
I verified all sources through both external and internal criticism 
approaches as described by Phillips. The age and origin of source 
documents and other articles help authenticate these materials and 
establish validity for the information they provided. 
External Criticism 
Phillips suggests the following seven questions for evaluating 
external criticism. 
1) Where was the item originally located? Where is it now? 
2) Is this document an original version or a copy? If a copy, 
where is the original? 
3) What is the estimated age of the item? Does it appear to be as 
old as it should be to be authentic? 
89Heller and Wilson, 106. 
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4) Are there autographs or other identifications that will make the 
process of verification easier? 
5) Is the handwriting (in the case of manuscripts) consistent with 
other items by the reputed writer? 
6) Are there any indications (diaries, newspaper accounts, etc.) 
that such an item may have existed? 
7) Is there any reason to suspect that this item may be a hoax?90 
Internal Criticism 
Phillips outlines five questions for considering internal criticism: 
1) Is the document consistent stylistically with others by the 
writer? Are there major inconsistencies? 
2) Are there any indications that the writer's reporting was 
inaccurate? 
3) Does the writer actually mean what he or she says? 
4) Could this work have been written by someone else in the style 
of the individual? 
5) Is there any evidence that the writer is biased or prejudiced?91 
90Phillips, 53. 
91Jbid., 53-54. 
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I recorded and catalogued all archival sources by their source location, 
author or originator, and date using Excel spreadsheets to enter and 
store information. 
Method of Investigation 
The collection of information for an historical investigation 
demands the employment . of multiple sources.92 Much information 
concerning the Aaron Copland School of Music (formerly known as the 
Department of Music at Queens College) was gathered from the Special 
Collections and Archives at the Queens College Benjamin Rosenthal 
Library, the ACSM Archives, the Louis Armstrong Archives, the Queens 
College Music Library, and Office of the Chairman. Pertinent materials 
housed at the Queens College Archives that I accessed for this study 
included the Karol Rathaus collection. Rathaus was an eminent classical 
music composer and Professor of Music at Queens College during its 
early years (1940-1954) and chair of the Music Department from 1945-
194 7 . Other relevant materials housed at this site include records of the 
major goveming bodies of the College and the Academic Senate, and 
their predecessors from the late 1930's to the 1990's. Additionally, the 
Archives hold a wide variety of publications relevant to the School of 
Music, such as faculty and student publications, college-wide 
92Jbid. , 105. 
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administrative reports, and many different types of brochures, posters, 
and similar printed materials concerning academic and campus life. The 
Archives also contain non-print media material, several thousand 
photographs, and several hundred video and audio tapes relevant to the 
School of Music. All college bulletins and yearbooks from the opening of 
the college to the present are stored at the archives and were included as 
source material. These materials provided information on how the 
Department of Music grew over time with regard to personnel, curricula, 
facilities, and activities. All music courses, degree requirements, and 
faculty members as they were hired, are listed for each semester. I also 
examined pictures and concert programs of the Music Department and 
School of Music through the years, which were also available for this 
study. 
The Queens College Music Library and the ACSM Archives houses 
several photographs and other documents that revealed additional 
information relevant to the history of the School of Music. Additionally, I 
accessed files of past and present faculty members, minutes of meetings, 
reports of department heads, Music Department handbooks, and 
minutes from departmental meetings from the office of the Director. 
I gained permission for access to the College archives, the QC 
Music Library holdings, the Louis Armstrong Archives, and materials 
located in the office of the Director. I also accessed information from The 
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New York Public Library for the Performing Arts located at Lincoln 
Center, in New York City. Archival collections housed within the research 
division of this library include papers of individuals, records of 
organizations, collections of unique and unpublished materials, 
manuscripts, diaries, photographs, sound recordings, films, videotapes, 
artifacts, and electronic records. Of particular interest for this study were 
the papers of composer and past ACSM Orchestral Director, Hugo 
Weisgall, the collection of" Music for keyboard Instruments" by ACSM past 
professor Allen Brings, and other materials relevant to Queens College 
and the School of Music.93 
Techniques (Interview Techniques) 
Interview Techniques 
I conducted interviews m order to render additional information 
that was not available through archival investigation. Interviews with 
former and current faculty and staff, and former students of the Aaron 
Copland School of Music provided first person insights regarding 
historical aspects of the institution and its predecessor, the Department 
of Music at Queens College. In her article, "Looking Back in Time," Volk 
points out that interviews, " ... corroborate evidence that already may have 
93The New York Public Library Archival Access Tool (AMAT) [Intemet] (accessed 
June 14, 2009); available from 
http: 1 jwww.nypl.org/ amaResults.cfm?query=Aaron%20Copland%20School. 
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been collected and provide new information that 1s often unattainable 
any other way."94 
The interview techniques used for this study followed the 
paradigms set forth by Lincoln and Guba.95 They described how the 
researcher should decide whom to interview, how to prepare for the 
interview, what to say to the respondent as the interview process begins, 
how to pace the interview and keep it productive, and, finally, how to 
terminate the interview and gain closure.96 
Interviews took the form of conversations in order to gather 
information that addressed the study's goals and questions. Generally, 
the interviews began with small talk.97 Interviews, or a series of 
interviews, mainly focused on aspects of a respondent's life and unique 
affiliation with the ACSM. I sent a letter outlining the nature of the study 
to all potential participants and solicited their permission for interviewing 
process. All interviewees signed a consent form, which established the 
nature of the research and topic of the study. The consent form also 
stated that the interview, whether in-person or by telephone, would be 
recorded on cassettes and then transcribed. Participants also granted 
permission to use their names in this study and understood that I would 
94Terese Volk, "Looking Back in Time," 56. 
95Yvonna S. Lincoln and Egon G. Guba, Naturalistic Inquiry (Thousand Oaks, 
CA: Sage Publications, 1985). 
96Ibid. 
97David A. Erlandson et al., Doing Naturalistic Inquiry (Newbury park, CA: SAGE 
Publications, Inc., 1993), 85. 
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maintain strict confidentiality until they were able to review the written 
transcriptions of the interview. Participants were also aware that they 
were under no obligation to take part in this inquiry. I scheduled 
interviews at times and in places that were convenient for the 
participants, and when necessary, traveled to meet with them. The 
duration of interviews typically did not exceed two hours. When in-
person interviews proved to be impossible, I conducted telephone 
interviews and followed the same frame of time. Interviews followed a 
somewhat loose, semi-structured format. I let the interviewees lead the 
conversations when appropriate and followed up with probing questions. 
I also conducted follow up interviews, when necessary, to gain further 
insight or triangulated statements with other data. These follow up 
interviews lasted no more than 2 hours. 
A protocol prepared by the researcher included a list of open -ended 
questions. The purpose of this procedure was to insure that I covered 
pertinent subject areas in every interview; however, flexibly in answers 
were permitted on the part of participants. Lincoln and Guba also 
emphasized safeguarding the quality of a study by maintaining detailed 
field journals that include a daily log of activities, a personal log, and a 
methodological log. 98 They further explained that safeguards should be 
implemented to avoid distortions that may result from the researcher's 
98Lincoln and Guba, 93. 
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presence during interviews and biases that may anse from the 
researcher, respondents, or data-gathering techniques.99 For this reason, 
as the study progressed, I maintained field notes that contained 
interpretations of patterns that were refined and investigated on an 
ongoing basis. 
Selection of Interviewees 
Purposive interviewing was conducted with selected individuals. 
Purposive sampling involves intentionally selecting subjects representing 
predefined characteristics or traits. 100 I contacted appropriate 
participants that were available and willing to give an interview. 
Subsequent interviewees were determined through the snowballing 
technique. Through this method, existing subjects recommended 
additional persons to be interviewed. 101 The inclusion of interviews 
resulted in acquiring a wealth of information that provided additional 
historical perspectives relevant to the Department of Music and the 
Aaron Copland School of Music. Moreover, interviews provided 
supplemental materials that were not available through the archival 
investigation. I selected a sample of eighteen persons to interview, which 
99Ibid. 
lDOR. R. Cottrel and J. F. McKenzie, (Health Promotion and Education Research 
Methods: Using Five-Chapter Thesis/Dissertation Model) (Sudbury, MA: Jones and 
Barlett Publishers, 2005), 225. 
lDlLincoln and Guba. 
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allowed for a comprehensive perspective and unveiled several emerging 
and recurring themes. 102 Interviewees selected all have or had affiliation 
with the ACSM or Department of Music in some capacity and included 
those who fell into the following categories: 
a. Those who played a role in the transformation of the 
Music Department to a full-fledged School of Music 
b. Those who contributed toward its curriculum 
development 
c. Those who played a role in the establishment of the new 
facility 
d. Those who were part of significant musical activities and 
events 
Interview Results 
Analysis of interview transcripts provided the information needed 
to organize the material into patterns, categories, and basic descriptive 
units. The analysis process involved consideration and classification of 
words, tone, and context, specificity of responses and big ideas that 
arose. I began each analysis by assembling the raw materials and 
acquiring an overview of the total picture of the process. The analysis 
l02David A. Erlandson, et al., Doing Naturalistic Inquiry, (Newbury Park, CA: 
SAGE Publications, 1993), 82. 
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phase and interpretation for this study also involved disciplined 
examination, critical comparisons, and careful attention to the purposes 
of the study. I produced a transcription of the taped recorded interviews 
and organized this data by topic. As I deleted various topics, new ones 
emerged. I triangulated interview data with primary and secondary 
sources for verification and external and internal validation. I also 
employed member checks as espoused by Erlandson in an effort to make 
the interviewees part of this process.l03 Interviewees read and approved 
the written transcriptions of their oral interviews as well as the 
researcher's interpretation. This process helped verify accuracy of the 
transcription and interpretation of the interview.l04 I also employed peer 
debriefing by asking another person to read the written material gathered 
during the course of the study and critically exam1ne my 
interpretation.1os 
Assuring Confidentiality 
I worked to ensured that the study did not harm or exploit 
participants in any way. Ethical codes address individuals' right to 
l03Erlandson et al., 31. 
l04Yvonna S. Lincoln and Egan G. Guba, Naturalistic Inquiry (Thousand Oaks, 
CA: Sage Publications, 1985) . 
lOSJbid. 
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dignity, privacy, confidentiality, and avoidance of harm. 106 I was fully 
aware of my role in the fulfillment of this obligation throughout the 
course of the research. 
Guides for Collection and Analysis 
The following are texts the researcher used as guides during the 
collection and analysis process of this study: 
Guides for Research 
Creswell, John W. and Dana L. Miller. "Determining Validity in 
Qualitative Inquiry," Theory into Practice 39, no. 3 (Summer 2000): 124-
130. 
Heller, Jack J. and Edward J.P. O'Connor, "Maintaining Quality in 
Research and Reporting." In The New Handbook of Research on Music 
Teaching and Learning, ed. Colwell, Richard, and Carol Richardson, 
1089-1107. New York: Oxford, 2002. 
Phelps, Roger P., Ronald H. Sadoff, Edward C. Warburton, and Lawrence 
Ferrara. A Guide to Research in Music Education. Maryland: Rowman & 
Littlefield Publishing Group, Inc., 2005. 
Phillips, Kenneth H. Exploring Research in Music Education and Music 
Therapy. New York: Oxford University Press, 2008. 
Guides for Historical Research 
Heller, George N. and Bruce D. Wilson. "Historical Research." In The 
Handbook of Research on Music Teaching and Learning, ed. Richard 
Colwell, 102-114. New York: Schirmer Books, 1992. 
106Maurice Punch, The Politics and Ethics of Fieldwork (Newbury Park, CA: Sage, 
1986). 
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Heller, George N. "On the meaning and Value of Historical Research in 
Music Education." Journal of Research in Music Education 33, no.1 
(Spring 1985): 4-6. 
Heller, George N. "Music Education History and American Scholarship: 
Problems and Promises." The Bulletin of Historical Research in Music 
Education 11, no. 2 (1990): 63-75. 
Hill, Michael Ray. Archival Strategies and Techniques. Thousand Oaks, 
CA: Sage Publications, 1993. 
Howell, Martha C. and Walter Prevenier. From Reliable Sources: An 
Introduction to Historical Methods. Itha~a: Cornell University Press, 2001. 
Keene, James A. "A History of Music Education in the United States." 
Hanover: University Press of New England, 1982. 
Mark, Michael L. and Charles L. Gary. A History of American Music 
Education. Reston, VA: MENC, 1999. 
Rampolla, Mary Lynn. A Pocket Guide to Writing zn History. Boston: 
Bedford/ St. Martin's, 2007. 
Research Techniques 
Barzun, Jacques and Henry F. Graff. The Modem Researcher. 5th edition, 
Fort Worth, TX: Harcourt Brace Jovanovich College Publishers, 1992. 
Erlandson, David A. et al. Doing Naturalistic Inquiry: A Guide to Methods. 
Newbury Park, CA: Sage Publications, 1993. 
Hill, Michael R. Archival Strategies and Techniques. Sage Publications, 
1993. 
Howell, Martha C. and Walter Prevenier. From Reliable Sources: An 
Introduction to Historical Methods. Ithaca: Cornell University Press, 2001. 
Lincoln, Yvonna S. and Egon Guba. Naturalistic Inquiry. Newbury Park, 
CA: Sage, 1985. 
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CHAPTER FOUR: 
Establishment of American Higher Education 
An understanding of the history of the Aaron Copland School of 
Music and its formation from the Department of Music at Queens College 
can be achieved by first understanding the development of the American 
public university system in general, and the City University of New York 
(CUNY), and Queens College in particular. The formation and connection 
of these higher forms of learning provide the basis from which the Aaron 
Copland School of Music originated. 
Public Universities 
Scholars differ on the exact inception of public universities in the 
United States. Christopher Lucas maintains that these institutions 
emerged in 1825 with the founding of the University of Virginia. Although 
the Commonwealth of Virginia chartered the university in 1819, students 
did not begin attending classes until March of 1825. 107 The university 
was the first institution in the United States to offer specialized degrees 
in astronomy, philosophy, and architecture. Thomas Jefferson, founder 
of the institution, envisioned the university "be based on the illimitable 
l07Christopher J. Lucas, American Higher Education: A History (New York: St. 
Martin 's Press, 1984). 
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freedom of the human mind ... "108 
Robert Berdahl, former chancellor of the University of California at 
Berkeley (1997-2004), concluded, however, that the roots of American 
public universities lie in the formation of colonial colleges such as 
Harvard, Yale, and Princeton founded shortly after the American 
Revolution.I09 The purpose of these institutions was to offer education to 
a small group of aristocrats, with a mission to preserve "learning and its 
transmission through teaching to the next generation."110 Public 
universities democratized and extended the educational, intellectual, and 
service resources of higher education to all citizens. Ill 
Major goals within the society such as opportunities through 
education, progress through research, and cultural enrichment reflect 
the overall mission of public universities. 11 2 According to the 2001-2002 
Chronicle of Higher Education, 75% of all college students in America 
(numbering about 11 million) attended public colleges and universities. 
In addition, these institutions awarded nearly 66% of all bachelor's 
degrees, 75% of all doctoral degrees, and 70% of engineering and 
IOBUniversity of Virginia in Charlottesville, VA [Internet] (accessed June 9, 2009); 
available from 
http: 11 educationportal.coml directory I schooliUniverity _of_ Virginia.html. 
I09The Privatization of Public Universities [Internet] (accessed October 18 2009); 
available from http: I I cio.chance. berkeley.edul chancellor I sp I privatization.htm. 
110Ibid. 
111Ibid. 
112James J. Duderstadt and Farris W. Womack, The Future ofthe Public 
University in America (Baltimore, Maryland: The Johns Hopkins University Press, 2003), 
23. 
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technical degrees in the United States.ll3 
Contemporary American public universities stem from at least 
three prior types of public institutions: state universities, land grant 
colleges and universities, and normal schools. Each had a distinct 
mission in the educational development in America. 
State Universities 
Wahlquist defines a state university as, "an institutional unit 
which offers programs leading to the Doctor of Philosophy or equivalent 
degree and has three or more professional schools as well as liberal arts 
and general program; whether or not the word 'university' is found in its 
official name."114 State universities often received funds from the federal 
government under conditions of the Morrill Act of 1862. This act provided 
money to establish institutions in each state primarily to educate people 
in agriculture, but also home economics, and mechanical arts.11s Early 
state universities, however, were privately controlled, and except for 
grants from the state, managed on their own. 116 Nonetheless, their early 
113" Almanac Issue, 2001-2002," Chronicle of Higher Education 4 7, no. 1, August 
31, 2001. 
114John T. Wahlquist, State Colleges and Universities (Washington, DC: The 
Center for Applied Research in Education, Inc.), 3. 
115Ibid., 3. 
116Ibid. , 4. 
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mission embodied primarily the concept of service to the state. 11 7 
Land Grant Colleges and Universities 
A new type of American university emerged following the U.S. Civil 
War. According to Scott: 
This new university accompanied the spread of American 
settlement to the west, both to the Great Plains of the upper 
Midwest, and to the new states of the West Coast.118 
As a result, a distinct American institution known as the "public land-
grant university" evolved; which included schools such as the University 
of Illinois, the University of Minnesota, the University of California, and 
others. These universities served several purposes and sought to educate 
a larger percentage of the population for life in a democrat~c society. In 
addition, as part of their mission, students conducted research and 
training in areas such as agriculture and engineering. With the addition 
of the "agricultural extension service," 119 these institutions also were 
responsible for "extending" the knowledge of modern agriculture to 
farmers in all states.12o 
Land-Grant Colleges and universities resulted from the Land-Grant 
117John C. Scott, "The Mission of the University: Medieval to Postmodem 
Transformations," The Journal of Higher Education 77, no. 1 (2006): 10. 
ll8Jbid. 
119This service evolved into a worldwide effort. Common govemmental agencies 
associated with extending agricultural services include the Agricultural Research and 
Extension Network and the Australasia-Pacific Extension Network. 
120Scott, 10. 
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Act of 1862. The act stipulated that each state rece1ve 30,000 acres of 
land from the federal government to establish colleges. 121 A second land-
grant act promoted by Justin Smith Morrill emerged in 1890. 122 This law 
granted further finance to states for their land-grant colleges. 
Qualifications to receive federal funding under this new act, however, 
stipulated that all states admit Negroes to their land-grant 
institutions. 123 
Land-grant universities became the backbone of public higher 
education in America and were successful in educating the new 
immigrant population pushing westward across the continent. The land-
grant universities developed several schools of agriculture and, through 
their research in modern methods of farming, helped make American 
agriculture extremely productive.I24 
Normal Schools 
Normal schools m the United States began as a teacher training 
movement. 125 Promoters for this cause sought to pattern their efforts 
after the French Ecole Normale, which typically regarded as the first 
normal school system for teacher training and used as a model for this 
121Jay Richter, "The Origin and Development of the Land-Grant College in the 
United States," The Journal of Negro Education 31, no. 3 (1962) : 234. 
122Jbid., 235. 
123Jbid. , 236. 
124Scott, 10. 
125Keene, A History of Music Education in the United States, 209 . 
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purpose.l26 The term "normal" refers to the norm or principles derived for 
student teachers.l27 This norm has been influential for teacher 
preparation worldwide.l28 
According to Roff et al., the normal school movement in the United 
States also resulted from struggles of early advocates for female 
education.l29 The eventual establishment of the normal college in New 
York City in 1870 was a landmark in women education in the United 
States.l30 Its first president, Dr. Thomas Hunter, endeavored to maintain 
a continuous flow of trained teachers for all city schools. As a result, he 
opened admission on an equal basis for both black and white applicants. 
This normal college subsequently became a distinct haven for women of 
all races, religions, and classes. 131 Dr. Thomas Hunter stated: 
We have Jews and Gentiles and the children of almost every 
European nationality; dark-skinned Negroes sitting beside 
fair-haired Scandinavians, and almost every creed under the 
sun is represented ... This is a true democratic mingling of the 
classes which could only exist in a Republican country like 
the United States.l32 
The college developed as the first tuition-free institution intended for 
I26Christine A. Ogren, "Rethinking the 'Nontraditional' Student from a Historical 
Perspective: State Normal Schools in the Late Nineteenth and Early Twentieth 
Centuries," The Journal of Higher Education 7 4, no. 6 (2005): 641. 
121What is a Normal School [Internet] (accessed May 2 2009); available from 
http:/ Jwww.georgestreet.school.nzjabout-usjwhat-normal-school. 
128Jbid. 
I29Roff et al., Free Academy, 23. 
130Jbid., 24. 
131Jbid., 24. 
132Jbid.' 24. 
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women in the United States.133 Its original mission of preparing teachers 
positions for New York City schools was paramount and eventually 
fulfilled. 134 
Music in Higher Education 
Teacher Training and Singing Schools 
Teacher training for music education originated in Massachusetts 
at the Boston Academy of Music where Lowell Mason and George James 
Webb introduced classes for music instructors in 1834.135 Twelve years 
later, teacher training in music also existed in Connecticut, Maine, Ohio, 
and New York. Participants included aspiring church musicians, private 
teachers, and singing school instructors. 136 In an effort to provide music 
teachers with a place to study for an extended period, George F. Root, 
Lowell Mason, and William B. Bradbury founded the New York Normal 
Musical Institute in New York City in 1853. 137 Hash states: 
The Institute provided training for numerous music teachers, 
composers, and church musicians, many of whom made 
significant contributions to American musical culture and 
music education during the mid-to-late nineteenth 
century. 13 8 
133Jbid., 25. 
134Ibid. , 25 . 
135Phillip M. Hash, George F. Root's Normal Musical Institute: 1853-1885, 
(Calvin College: Grand Rapids, Michigan) , 4 . 
136Jbid., 4 . Singing schools evolved during the 17th century through efforts to 
improve congregational singing. 
137Hash, 5. 
138Jbid. , 5. 
The role of music 
According to Housewright, of all the arts, music in the early 
liberal arts colleges and universities was less favored. Housewright 
stated: 
Traditionally, these colleges emphasized studies of literature, 
language history, and philosophy. In recent years, the term 
"liberal arts" has come to refer less to a program of 
humanistic studies than to one in which quantitative studies 
such as science and mathematics are dominant and the arts 
are recessive.139 
The development of music from 1875 to 1896 in the early colleges 
and universities resulted from programs formulated at Harvard 
(1875) by John Knowles Paine, at Yale (1894) by Horatio Parker, 
and at Columbia University (1896) by Edward MacDowell. Music 
conservatories, however, originated several years prior; namely, 
Oberlin Conservatory in 1865, New England and Cincinnati 
Conservatories in 1867, Peabody in 1868 and later, Juilliard in the 
1920s, and Curtis in 1924.140 Housewright further stated: 
The university became the chief symbol of the states' 
cultural aspirations and the logical place to develop 
comprehensive schools of music that combined the functions 
of both the conservatory and the university.141 
Although Boston University generally is regarded as the first 
institution to grant the Bachelor of Music degree in 1876, a study 
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139Wiley L. Housewright, "Music in Higher Education," Music Educators Journal 
54, no. 2 (Oct. 1967): 39. 
140Ibid. , 39. 
141Jbid. 
on the first American degrees in music conducted by Eells reveals 
the contrary. Eells states: 
... The first degree of Doctor of Music (honorary) was 
conferred by Georgetown College, Washington, D.C. in 1849; 
the first degree of Mistress of Music by Ohio Wesleyan 
Female College in 1871; and the first degree of Bachelor of 
Music by Adrian College, Michigan, in 1873.142 
Music in higher education evolved to reflect the philosophy of Karl 
W. Gehrkensl43 who believed that "music brought people together 
and brought beauty into life."144 Charles Farnsworth's book, 
Education through Music145 inspired Gehrkens' thinking. 
Munkittrick stated: 
[Based on Farnsworth's idea], Gehrkens detailed ways in 
which music instruction could be integrated with other 
subjects, from physical education to geography. He saw a 
role for music in all aspects of life, for it was a vital part of 
life itself. The central role music in life was beauty and for 
Gehrkens, beauty prevented the world from being dull, 
tedious, and hopeless. Music education was a path toward a 
true appreciation of beauty. This is the underlying 
philosophy from which Gehrkens constructed his lesson that 
music should be taught in isolation but in relation to all 
other subjects, creating more meaning not only in music but 
also in history, literature, and the sciences. He saw 
education through a holistic lens.146 
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142Walter Crosby Eells, "First American Degrees in Music," History of Education 
Quarterly 1, no. 1 (March 1961): 39. 
143Gehrkens was a staunch advocate for music education. He was president of 
the Music Educators National Conference (MENC) and the Music Teachers National 
Association (MTNA) . 
144David Munkittrick, "Music for Living: The Thought and Philosophy of Karl W. 
Gehrkens," Journal of Historical Research in Music Education 35, no. 1 (October 2013) : 
22 . 
145Charles Farnsworth, Education through Music (New York: American Book Co., 
1909) . 
146Munkittrick, "Music for Living," 25-26. 
Gehrkens instituted the first four-year music education degree 
program at the Oberlin Conservatory of Music. Through his efforts, 
"Oberlin became the first institution in the country to award the 
four-year degree of bachelor of school music."147 Curricular offering 
for this program complemented his philosophy and included 
courses in history, English, educational psychology, sociology, and 
science, beside music. 148 The intended outcome was to develop 
teachers as both musicians and " .. . engaged, thinking member[s] of 
society."l49 Many music education programs today emulate similar 
curricular practices. 
Typically, 1n addition to academic requirements, the 
curriculum of music 1n higher education consists of courses in 
theory, sight singing and ear training, dictation, harmony and 
counterpoint, and form and analysis. Courses in history and 
literature, performance, and music education, are also essential 
components in the curricula. I SO 
Music in higher education evolved in the 20th century to 
include several initiatives. A significant move to accrediting music 
institutions of higher learning in this country began in 1924 with 
the formation of the National Association of Schools of Music 
1471bid. , 27. 
148Ibid ., 27. 
149Jbid. , 27. 
150Housewright, 35-40. 
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(NASM).ISI NASM is a national accrediting agency established by 
colleges and universities for improving teaching conditions. Prior to 
NASM, music institutions of higher learning stipulated their own 
curriculum and requirements for granting degrees. Accrediting 
agencies such as NASM encouraged institutions to reevaluate their 
curriculum for evaluation. NASM therefore facilitated the process 
for individuals seeking a reputable music institution. Sur stated: 
Through the efforts of NASM, notable progress has been 
made in providing proper instruction in music in our colleges 
and universities and developing professional competence 1n 
the graduates of these schools.1s2 
City University of New York (CUNY) 
64 
The origin of the City University of New York (CUNY) dates back to 
1847 with the establishment of an institution known as the Free 
Academy. 153 
151William R. Sur, "Accreditation of Music Education," Music Educators Journal 
48, no. 3 (Jan. 1962) : 35. 
152Jbid., 35. 
153CUNY [Internet] (accessed October 18, 2009) : available from 
http: j j web.cuny.edu/ aboutjindex .html. 
Figure 4-1 . The Free Academy Building located on southeast corner of 23rd and 
Lexington Avenue-designed by James Renwick, Jr., 
Architect for St. Patrick's Cathedral in New York City 
New York City Public Library 
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Organizers purposefully used the term "academy'' in an effort to 
guarantee the appropriation of State Literature Fund 154 for the 
institution.155 Townsend Harris championed the idea that the State 
provided funds to establish the institution and provide free education for 
everyone. In 184 7, Harris stated: 
Open the doors to all-let the children of the rich and the 
poor take their seats together, and know of no distinction 
save that of industry, good conduct, and intellect."156 
154Qeorge Frederick Miller, "Appropriations for the Support of Literature in the 
State of New York," The North-Americans Review and Miscellaneous Joumalll, no. 29 
(Oct. 1820): 423-426. 
155Roff et al. , 6 . 
156Jbid. , 4 . 
Figure 4-2 . Townsend Harris (1804-1878) 
Appointed president of New York City Board of Education in 1846 
New York City Public Library 
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Harris further adhered to the notion that the Free Academy would serve 
as a source of enrichment to individuals who sought careers in 
commerce and in practical arts. 157 Moreover, he insisted that this new 
institution would be "a Free Academy for the purpose of extending the 
benefits of education gratuitously to persons who have been pupils in the 
common schoolsl58 of the city and county of New York. "l59 Thereafter, 
the Free Academy evolved into a college known as The City College, 
which became the focal point from which the CUNY system developed in 
157Ibid ., 3. 
Isscommon School is a precursor of the public school system of the United 
States. Common schools were for the most part, public, initially mandated by colonial 
and eventually by state and government, although managed locally. The educational 
offerings were somewhat elementary and frequently lacked structure. 
IS9City University of New York [Internet] (accessed June 3 , 2009) ; available from 
http:/ j www .onpedia.comj encyclopedia/ city-university-of-n ew-york. 
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20th century. City College subsequently became the head of New York 
City's early university system. Hunter College joined this system in 1870 
followed by Baruch College in 1919 .160 
Throughout the 20th century, The City College system continued to 
develop. Each public college and university in New York City controlled 
its budget and admission policies, as set forth by legislative mandates.161 
This institutional independence however, brought about concern as a 
great number of veterans began to enroll under the GI Bill in 1943, 
which allowed veterans to receive support for their college studies from 
the federal government.162 As a result, enrollment increased significantly, 
creating a need for additional services for students in all schools.163 
The state legislature created the City University of New York 
(CUNY) system in 1961 in an effort to coordinate local and state 
educational requirements. Governor Nelson Rockefeller signed the bill 
that created the CUNY system on April 11, 1961.164 This bill provided a 
mandate to eliminate free tuition, and thereby gave the Board of Higher 
Education the opportunity to demand fees, if necessaryJ6S Initially, ten 
t60ibid. 
t61Eugene S. Lawler and Chris A De Young, "Budgeting in Public Schools," 
Review of Educational Research 11 , no. 2 , Finance and Business Administration (April 
1941): 172-174. 
l62Marcus Stanley, "College Education and the Mid-Century GI Bills," The 
Quarterly Journal of Economics 118, no. 2 (2003) : 671. 
l63Roger M. Shaw, "The G. I. Challenge to the Colleges," The Journal of Higher 
Education 18, no. 1 (1947): 19. 
l64Roff et al. , 112. 
l65Jbid., 112. 
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institutions were part of the CUNY system at its formation, including 
Queens College. 166 
CUNY colleges and universities offered free tuition from their 
inception until a budgetary shortage in 1976 caused every college to 
assess fees.167 In early June of that year, drastic cuts in state and city 
funding168 forced CUNY to close its doors for two weeks because it was 
unable to meet financial obligations. 169 The administration established 
. 
tuition fees at that time in an effort to replace state funding.170 
In response to complaints regarding matters surrounding the 
admission policy of minority students, CUNY's Board of Trustees 
instituted an open admissions policy for every college that began in 
1970.171 According to Wasser, this policy stemmed from a political 
decision instituted by Mayor John Lindsay in response to the social and 
economic needs of blacks and Puerto Ricans, as well as the many 
student demonstrations that took place on campuses of several CUNY 
166City University of New York [Internet] (accessed June 3, 2009); available from 
http: 1 ;www.onpedia.com/ encyclopedia/ city-university-of-new-york. 
167The JBHE Foundation, "Funding Problems at CUNY Close Doors to 
Newcomers to Higher Education," The Journal of Blacks in Higher Education, no. 3 
(1994): 22. 
16BThe significant reduction of funds from the state and city government affected 
far more than the tuition bills paid by CUNY students. Full time faculty also declined by 
about 14% despite an increase in enrollment. Consequently, the number of course 
offerings decreased and class sizes and student/faculty ratio elevated. 
169Roff et al., 125. 
170Jbid., 22. 
171Henry Wasser, "An American University and Universal Higher Education: The 
"Open Admission" System at C.U.N.Y.," Higher Education 2, no. 2, Mass Higher 
Education (1973): 151. 
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colleges.I72 As a result, the open-admissions policy put to rest an often-
debated question concerning who should be educated. This question was 
the basis for the selective admissions policies that led to differences in 
the educational attainment of various class and ethnic groups.173 
Currently, CUNY provides access to education for a variety of 
students. CUNY students are diverse, tracing their ancestries to 205 
countries. African-American, White, and Hispanic undergraduates each 
comprise more than a quarter of the student body, and Asians more than 
15 percent. 174 
Queens College 
Queens College is a senior (four-year) institution and part of the 
CUNY system. The college is located in Flushing, New York, and 
authorized by resolution of the Board of Higher Education (BHE) of the 
City of New York on April 6, 1937, as the fourth unit in the group of 
institutions for higher learning operated by New York City. Other 
affiliated institutions include Brooklyn, Hunter, and City College.175 
More than two years prior to the resolution, borough leaders and local 
172Jbid., 151. 
173David E. Lavin, Alba D. Richard, and Richard Silberstein, Right Versus 
Privilege: The Open Admissions Experiment of the City University of New York (New York: 
The Free Press, 1981) . 
174CUNY [Internet] (accessed October 19, 2009): available from 
http:/ jweb.cuny.edu/ aboutjindex.html. 
175Queens College Bulletin for the fall and spring sessions 1937-1938, 11. 
Queens College Archives. 
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civic organizations, under the direction of Queens County Judge Charles 
S. Colden, insisted on the establishment of a municipal college in Queens 
on a property owned by the Board of Education in Flushing.176 According 
to Judge Colden1 the mayor, Fiorello LaGuardia, initially did not favor the 
idea. Colden explained: 
He couldn't see where the money would come from. But I 
met him one Christmas, just before the holidays, when he 
was in a typical holiday mood. I asked the mayor for a little 
gift, but Mr. LaGuardia wanted to know first what it was. 
'Mr. Mayor' I said, I'd like a college for Queens! The cause 
was won. 177 
Figure 4-3. Mayor Fiorello LaGuardia (left) Judge Charles S. Colden (right), circa 1935 
Queens College Special Collections and Archives 
l76Queens College Silhouette June 10, 1941, Queens College Archives. 
177Ibid., 10. 
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Judge Colden headed a committee to establish the college with 
several campaigns set in motion for this effort during the summer of 
1935. The purpose of the campaigns was to maintain the idea of a college 
for Queens within the public domain. Several polls revealed favorable 
response for a local college. Newspapers that backed these campaigns of 
polling included the Flushing Journal, the Long Island Press, and the 
Long Island Daily Star.I7B 
A fact-finding committee appointed by Judge Colden 1n mid-
September of 1935 concluded the following: 
The city's facilities for higher education were inadequate; 
Queens students in particular were denied the opportunities 
of college training and the least expensive method of 
expanding the Flushing facilities would be to [make use] of 
the property already owned by the Board of Education.l79 
During the same month, Dr. Lawrence L. Cassidy, a BHE Queens 
member, sponsored a unanimous resolution in an effort to establish a 
committee to investigate the possibilities of a municipal college for 
Queens. On March 31, 1936, the committee reported and a special 
meeting of the BHE met to consider action. At the board's request, it was 
resolved that "the honorable members of the Board of Estimate and 
Apportionment provide the necessary funds to accomplish the 
alterations ... necessary to make the buildings on said site adaptable for 
178Jbid., 10. 
179Jbid. , 11. 
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collegiate purposes."180 The Board of Estimate approved a budget of 
$424,000 less than a year later for the purpose of reconstruction, 
furnishing, and equipping the buildings. The new institution acquired 
the buildings formerly occupied by the Board of Education and 
subsequently transferred to the BHE.181 An April 1, 1937 news article 
read as follows: 
The Board of Education at a special meeting surrendered to 
the city yesterday forty-eight acres and the buildings of the 
New York Parental School in Flushing, clearing the way for 
the establishment of the Queens College which is expected to 
open in September. The action of the board followed urgent 
requests of mayor LaGuardia and Queens residents that the 
property be made available for a free city college under the 
Board of Higher Education ... County Judge Charles S. Colden 
of Queens, chairman of the Queens College Committee, 
recently expressed his pleasure at the action of the Board of 
Superintendents of the Department of Education in 
recommending that part of the property be used for the 
college and that an industrial high, a general high and an 
elementary school be built on the remaining acres, thus 
turning the area into an educational center for the 
borough. 182 
Mayor LaGuardia appointed writer and economist, John T. Flynn as 
chair to the Board of Higher Education administrative committee, which 
eventually became the board of trustees for the College. 
180Jbid.' 11. 
181Jbid. , 11. 
182"College Site Given to City in Queens," The New York Times, April 1, 1937, 25. 
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Figure 4-4. John T. Flynn 
Queens College Special Collections and Archives 
The members of the administrative committee, in addition to Mr. Flynn, 
were Maurice Dieches, Vice Chairperson; Lawton Mackall; Lewis 
Mumford; Laurence L. Cassidy; Mrs. Marion R. Mach; and Mrs. Ruth 
Shoup.183 On a motion issued by Flynn and seconded by Deiches on 
April 6, 1937, the board resolved unanimously to "create and establish 
an educational unit in the County and Borough of Queens to be known 
as Queens College."l84 
Initial facilities of Queens College included n1ne buildings 
converted from their original purposes to college use.185 
183"Board of7 Named for New College," The New York Times, April14, 1937,23. 
184Silhouette, 11. 1941. 
lBSThe original purpose of the facilities was an institution for delinquent boy s. 
The facilities served as both dormitories and classrooms. The institution permanently 
shut down in 1934 as allegations of abuse/brutality surfaced. 
Figure 4-5. New York Parental School for Boys, circa 1929 
Queens College Special Collections and Archives 
Figure 4-6. Queens College Quadrangle, 1937 
Queens College Special Collections and Archives 
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Queens College's mission at its founding was to offer free liberal arts 
education to students who were residents of the city and who qualified 
for admission to undergraduate course of studies leading to a 
baccalaureate degree.186 
Following a nationwide search, the Board of Higher Education 
appointed the first president of Queens College, Dr. Paul Klapper, former 
dean of the School of Education at City College, on May 25, 1937.187 Dr. 
Klapper, a native of Romania, received his Bachelor of Arts Degree from 
City College of New York City, and Master of Arts and Doctor of 
Philosophy degrees from New York University. 188 Dr. Klapper explained: 
Many have been called to the leadership of institutions of 
higher learning in America, but to me there has come an 
opportunity unique in its richness: to help in the building of 
a great institution, to assemble its staff of teachers and 
scholars, to formulate its sphere of influence ... We must build 
not another college but a new college, an institution whose 
identity stems from its distinctive aim and its distinctive 
staff...We must build more than a college for young people; 
we must develop a great cultural center for the Borough of 
Queens. 189 
186Queens College [Internet] (accessed October 18, 2009) available from 
http: 1 ;www.qc.cuny.edu/ about/ Glance/ qctoday /Pages/ default.aspx. 
187Jbid.' 11. 
188"Dr. Klapper Heads Queens College," The New York Times, May 26, 1937, 23. 
189Jbid., 23. 
Figure 4-7. Dr. Paul Klapper, first president of Queens College 
Queens College Special Collections and Archives 
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After Klapper's appointment, the Board selected a teaching and an 
administrative staff of forty men and women to care for the four hundred 
full-time day students admitted to the first fall term of 1937.190 
Admission 
Requirements for admission to the first freshman class required 
students to produce evidence of preparation in at least fifteen units of 
work at an approved high school. A unit signified satisfactory completion 
190Queens College Bulletin for fall and spring sessions, 1937- 1938, 11. 
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of a year's work with recitations at four or five periods per week requiring 
preparation, or equivalent schoolwork in a subject not requiring 
preparation. Of these fifteen units, nine and a half were required as 
indicated in table 4-1.191 
Table 4-1 • 
Units Required for Admission to Queens College-1937.192 
English 
America History 
Foreign Language 
Mathematics 
3 units 
1 unit 
3 units 
2 Y2 units 
Students chose the remaining required units from the list of elective 
subjects as outlined in Table 4-2 . 
191Jbid. , 11. 
192Ibid. , 11. 
Table 4-2 
List of Elective Subjects.193 
Second language, two, three, or four years 
Additional language, one year 
Mathematics 
Advanced Algebra 
Solid Geometry 
Trigonometry 
History (According to the number of hours) 
Drawing and Art (According to the number of hours) 
Music , Theory (According to the number of hours) 
Shopwork (According to the number of hours) 
Elementary Physics 
Elementary Chemistry 
Elementary Biology or General Science 
Advanced or General Biology 
Advanced Botany 
Advanced Zoology 
Physiography 
Economics 
78 
2, 3 or 4 units 
1 unit 
Y2 unit 
Y2 unit 
v2 unit 
V2 to 2 units 
'12 to 1 units 
Y2 to 1 units 
Y2 to 1 units 
1 unit 
1 unit 
1 unit 
1 unit 
1 unit 
1 unit 
1 unit 
Y2 units 
The college accepted candidates whose averages exceeded 75% until the 
institution reached its capacity. Candidates were also required to take a 
placement test and scholastic aptitude test as part of the admission 
process. 194 
The first academic year opened on October 4, 1937, with the 
registration of students. At 2:00p.m. on that day, Dr. Klapper called the 
opening session to order. 195 He quoted the first chapter of the Book of 
Genesis from the Bible and formally welcomed the class of 1941 by 
193Jbid. , 11. 
194Ibid., 15. 
195"The First Class Meets at Queens College," The New York Times, October 5 , 
1937, 28. 
stating: 
This is a significant day in our lives and also a significant 
day in the life of a great institution which will help shape the 
destiny of this section of the metropolis ... We are the pioneers 
in a new institution. It has no history to look back to, but it 
can look forward to progress. What this college will be will be 
determined to a great extent by you. You will determine how 
genuinely democratic your participation will be in college 
affairs. You will determine the extent of the honor system, 
the college motto, its songs, and its colors. 196 
79 
Margaret V. Kiely, dean of the new college also offered words of welcome 
and informed the students that they had "a mighty incentive in the good 
will of the community."197 Kiely was alluding to the Queens community 
who rallied to support the establishment of the college.198 
Figure 4-8. Margaret V. Kiely, first dean of Queens College 
Queens College Special Collections and Archives 
196Jbid., 28. 
197Jbid. , 28. 
198Jbid. , 28. 
80 
Classes for the first semester began on October 11 , 1937199 followed by a 
formal dedicatory ceremony at the college's auditorium on October 26.200 
Curriculum 
The curriculum, written by Paul Klapper and approved by the BHE 
on June 15, 1937, consisted of three parts. Part I included approximately 
half of the required credits towards the degree; Part II was the field of 
concentration and required one-fourth of the credits for a degree; Part III 
consisted of grouped electives and covered approximately the last quarter 
of the requirement for the degree.2o1 
The College offered extension courses beginning with the 1939-
1940 school year. These courses varied throughout all departments and 
met in the late afternoon during the first semester. In the second 
semester, the College provided the opportunity for evening courses in 
pictorial design, short-story writing, home economics, mathematics for 
engineers, photography, political science, Spanish, and practical public 
speaking. The afternoon sessions included basic courses in the arts, 
literature, speech, and social sciences.202 
The College grew as it admitted students on a semiannual basis, 
which necessitated the hiring of additional faculty to care for and teach 
199Queens College Bulletin for fall and spring sessions, 1937-1938, 11. 
200Ibid. , 11 . 
20 l{bid. , 18. 
202Queens College Bulletin for fall and spring sessions, 1939-1940, 17. 
new subjects for the expanding curriculum.203 
Figure 4-9. The first anniversary of Queens College, Dedication Day, 
October 26, 1938 
Queens College Special Collections and Archives 
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In the spnng semester of 1940, sixty-nine new courses were added 
throughout the College, thus expanding every department.204 By its first 
graduation in 1941, the student enrollment had reached 2000.205 
A graduate program leading to the master's degree in education 
became available in spring of 1948. This program received further 
support during the fall semester of that year when the State of New York 
203Jbid.' 13. 
204"69 New Courses Added at Queens: Every Department of College To Be 
Expanded for the Spring Semester," The New York Times, February 4, 1940, 52. 
20SQueens College [Intemet] (accessed October 18, 2009) available from 
http: j jwww.qc.cuny.edu/ about/ Glance/ qctoday /Pages/ default.aspx. 
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appropriated funds for the purpose of a teacher education program in the 
four city colleges. The program developed to include certificate and 
master's degree programs in elementary and secondary education, 
guidance, school counseling, library education, school psychology, and 
school administration.206 In addition to its expanded curriculum, the 
College has always been true to its motto-Discimus ut Serviamus: We 
learn so that we may serve-by implementing many other programs 
throughout its history, which proved beneficial to both college and the 
community at large. These programs included the Upward Bound 
program that provided year-round academic enrichment to local high 
school students from disadvantage families; the Women and Work 
program which trained single mothers, the newly unemployed, and other 
female participants in skills necessary to acquire entry-level jobs; and 
the public forum program known as the Queens College Institute.207 The 
Queens College Institute originated in spring of 1938 to provide a public 
forum opened to students, staff, and community.2os It allowed speakers 
to address diverse issues of the time and offered varied musical 
programs. The Institute, therefore, served as an important link between 
206Jbid., 40. 
207Community Outreach [Internet] (accessed December 5, 2010) available from 
http:/ jwww.qc.cuny.edu/ community/ Pages/ default.aspx. 
20BQueens College Bulletin for the fall and spring sessions 1938-1939, 14. 
Queens College Archives. 
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the College and the community.209 
Queens College was one of eight colleges in the country to 
participate in the U.S. Army Specialized Training Program (ASTP) that 
taught engineering and foreign languages during World War II. Over 900 
Queens College students took part in this program and subsequently 
joined the Army at that time.21o 
Figure 4-10. ASTPtraining drill on campus during winter of 1943-44 
Queens College Special Collections and Archives 
In 1948, the College embarked on a special project by building a 
facility for its Science Department and the Ira Remsen Hall. Other 
209Ibid., 14. 
210Ibid., 14. 
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building construction occurred the following year. The biggest component 
in its history, however, was the founding of CUNY in 1961. Queens 
College became one of CUNY's largest senior colleges when it joined the 
CUNY system that linked institutions throughout the five boroughs of 
New York.211 
New York City's fiscal cns1s compelled all CUNY branches to 
charge tuition beginning in 1976. Moreover, the financial crisis also 
forced Queens College to re-examine its goals and mission.212 In spite of 
the city's financial situation, Queens College managed to expand and 
eventually built its Graduate School of Library and Information Studies, 
the Godwin-Ternback Museum, and its new music building to house the 
Aaron Copland School of Music.213 
Queens College continues to offer its students a ngorous liberal 
arts and science education. Its exceptional diversified undergraduate and 
graduate programs led to its recognition as one of the 10 best public 
regional universities in the north.2 14 The College prepares more teachers 
than any other college in the New York City region and its dedicated 
faculty provides the means for students to explore complex problems, 
211Jbid., 14. 
212Delson, 12. 
213Jbid., 13. 
214As noted in the 2014 U.S. News & World Report Best Colleges. 
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think critically, and incorporate modern technology in their learning.21s 
The student body now comprise of more than 150 nations.216 
215About Queens College [Intemet] (accessed February 18, 2014); Available from 
http:/ fwww.qc.cuny.edu/ about/ Pages/ default.aspx. 
216Ibid. 
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The Chairmanships of Edwin J. Stringham ( 1938-1944); Karol 
Rathaus (1944-1946); John E. Castellini (1946-1949) 
Figure 5-l. 
Edwin J . Stringham 
Queens College Archives 
Figure S-2. 
Karol Rathaus 
Queens College Archives 
The Early Years 
Early Curriculum and Faculty 
Figure S-3. 
John E. Castellini 
Queens College Archives 
During the initial academic year (Fall 1937 through Spring 1938), 
the College offered only two music courses-one in music history and 
one in music appreciation-which fell under the divisions of language, 
literature, and Arts. These courses spanned two semesters and met two 
87 
hours per week, for which students received one credit per semester.217 
The faculty for music during the first academic year was Felix Guenther 
and Bernard H. Haggin as instructors and Richard T. Gore as tutor.21s 
All students enrolled at the College were required to register for the 
course in music appreciation and this requirement remained in place for 
several decades. 
Establishment of the Music Department 
It became necessary to modify the entire curriculum of the College 
during the first year in order to adapt to an increasing student 
population. President Klapper and the Board of Trustees established 
several departments, inCluding the Department of Music, for the start of 
the fall 1938 semester. According to Leo Kraft, former Music Department 
faculty, chair, and student during the early years of the Department's 
founding, Klapper established the Music Department in an effort to offer 
students a well-rounded education and a comprehensive foundation to a 
career in music. Moreover, students were able to develop core skills 
through a broad curriculum, which resulted in professional success.219 
Klapper appointed associate professor Edward Stringham as its chair, 
217Queens College Bulletin for the fall and spring sessions 1937-1938, 33. 
Queens College Archives. 
218Jbid., 7 . 
219Leo Kraft, alumni and faculty member, interview with the author, January 5 , 
2011 . 
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and Stringham nominated Felix Guenther and Joseph Machlis as 
instructors and John Edward Castellini as tutor for hire. The BHE 
approved the hiring of these individuals as the faculty for the new Music 
Department. 220 
Stringham's aim for the new Department of Music was to provide 
the general students with a finer appreciation of the art of music; and, by 
the process of broadening students' aesthetic experience, prepare them 
to be skillful listeners. Students who intended to make music their career 
were offered appropriate courses.221 
Edwin J. Stringham 
1890-1974 
Edwin John Stringham was an American composer of chamber, 
orchestral, and choral compositions. Although a native of Kenosha, 
Wisconsin, he spent much time in Colorado before moving to New York 
City, where he served on the faculty of Columbia University's School of 
Journalism as the first instructor in music criticism.222 He also held 
teaching positions at the Juilliard School of Music and Union Theological 
Seminary. In addition to his tenure as first chair of the Music 
Department, he also held the title as Head of the Music Department at 
220Queens College Bulletin for the fall and spring sessions 1938-1939, 4 7 . 
Queens College Archives. 
22 1Jbid. , 47. 
222"Dr. Edwin Stringham Dies; Taught Music at Columbia," The New York Times, 
July 6, 1974, 23. 
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the U.S . Army University in Biarritz, France. Stringham was guest 
professor at both the University of California and the University of Texas. 
He received his bachelor's degree from Northwestern University and a 
doctorate from the Cincinnati Conservatory of Music. 223 
Curriculum under Stringham 
Course offerings designed by Stringham met the needs of diverse 
student classifications. First were required courses in music appreciation 
that offered general students a comprehensive view of "musical art." 
Electives in history and appreciation succeeded and designed for both 
music majors and non-music majors who desired a deeper knowledge of 
the subject. The third group consisted of courses in Music Theory, 
intended primarily for music majors and provided the foundation upon 
which all further music students depended. Fourth, were the courses in 
Music Performance and availed all students the opportunity to study 
works of diverse composers. The performance groups consequently made 
a substantial contribution to the cultural life of the College and the 
community through concerts presented for the public and general 
student body.224 Table 5-l describes the music courses for the new 
Music Department. 
223Jbid. 
224Jbid., 4 7 . 
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Table 5-l 
Class Offerings and Content-1938.225 
COURSE/CONTENT 
I. REQUIRED COURSES IN APPRECIATION 
1. The basic course in appreciation designed to develop in the 
student a taste for and understanding of the best in musical art. 
Representative works of the great composers will be played and 
discussed in class, in the light of biographical and historical data; 
and the principal movements and schools related to parallel 
developments in literature and art 
2 hours a week; 1 credit 
2 . A continuation of Music 1 with additional emphasis upon the 
analysis of the principal musical forms. 
2 hours a week; 1 credit 
II. ELECTIVE COURSE IN HISTORY AND APPRECIATION 
4. Piano Literature of the Romantic Period: 1800-1900 
Illustrated lectures covering the great composers from Weber to 
Cesar Franck. The effect of the Romantic Movement is studied in 
detail; and the stylistic analysis of each composer related to the 
biographical and historical background. Required readings; 
monthly reports on piano recitals and broadcasts 
2 hours a week; 2 credits; spring term. 
5. Music and its Social Background, up to 1700 
225Jbid. ' 48 
This course presents Mediaeval, Renaissance, and Early 
Baroque music as a reflection and expression of the social 
culture of Western Europe. The principal schools and 
movements are integrated with contemporary history, literature, 
and the fme arts. This correlation renders the course of special 
value not only to the music major but also to the general 
student. 
Prerequisites: Music 1 and 2. 
2 hours a week; 2 credits; fall term, to be given once in four 
semesters. 
(table continues) 
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6. Music and its Social Background, up to 1700-1800 
A continuation of the preceding, through the late Baroque, 
Rococo and Classical Periods, and including the beginnings of 
musical culture in America. 
Prerequisites: Music 1 and 2. 
2 hours a week; 2 credits; spring term, to be given once in four 
semesters226 
9. The Folk Song 
A study of the musical characteristics and the social functions of 
the folk song, selected from many national sources of Europe 
and America. The course will emphasize the interplay of 
national, social, political, and religious movements in shaping 
the folk idiom. Examples studied through recordings and actual 
performance in class. 
2 hours a week; 2 credits; fall term. 
10. The Art Song (Lied) 
A detailed study of the history of the Art Song, from the 
Troubadours and Minnesinger to the present, with special 
emphasis upon the form of the Lied from Schubert to Richard 
Strauss. The influence of Goethe, Heine, and the early German 
Romanticists will be studied in detail. Recordings and 
performances in class. 
2 hours a week; 2 credits; spring term. 
11. The Symphony, up to and including Beethoven 
A comprehensive study of the origins and developments of style 
and form, from the early sinfonias through the symphonies of 
Beethoven. The technical aspects-structure, style, and 
handling of the orchestra will be studied in detail. 
Prerequisite: Music 1. 
2 hours per week; 2 credits; fall term. 
12. The Symphony, from Schubert to the Present 
A study of the outstanding symphonies of the 19th and 20th 
centuries, with special emphasis on the influence of 
Romanticism and the programmatic symphony. 
Prerequisites: Music 2 and 11. 
2 hours a week; 2 credits; spring term. 
(table continues) 
226Music 5-6 alternated with Music 7-8, and added in 1940-41. 
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13. The Music Drama of Richard Wagner 
A study of the principal music dramas. The use and function of 
the Leitmotiv will be illustrated at the piano; the poems 
considered in relation to the main currents of 19th century 
literature; and the music analyzed as a culmination point in the 
Romantic Movement. 
Prerequisites: Music 1. 
2 hours a week; 2 credits, fall term. 
15. Music History I, from Antiquity to 1800 
An intensive factual survey based largely upon a detailed study 
of the composers, their works, and their time. Illustrated with 
music throughout. Required for music majors. 
Prer~quisites: Music 1 and 2. 
2 hours a week; 2 credits; fall term. 
16. Music History II, from 1800 to the Present 
A continuation of Music 41. Required for music majors. 
Prerequisites: Music 41 . 
2 hours a week; 2 credits; spring term. 
III. COURSES IN MUSICAL THEORY 
20. Rudiments of Music 
A preparatory course designed for those who have had no 
previous musical training. It covers notation; major, minor and 
chromatic scales; formation of intervals and triads; ear training 
and dictation. Required for all music majors but may be omitted 
by passing an examination and another course substituted with 
the approval of the Department. 
2 hours a week; 1 credit; both semesters. 
21. Harmony I 
The elementary course in harmony, dealing with the simpler 
relationships of triads, the dominant and diminished seventh 
chord, inversions, non-harmonic tones, and the harmonization 
of melodies. The rules will be deduced from actual examples of 
the great masters rather than through set formulas, in order 
that the student may absorb the material so as to use it 
creatively. Required of all majors. 
Prerequisites: Music 20 or its equivalent; co-requites: Music 31. 
2 hours a week; fall term. 
(table continues) 
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22. Harmony II 
A continuation of Music 21, including secondary sevenths, 
chords of the ninth, modulation to closely related keys, 
figuration and harmonization of basses. The course aims to give 
the student facility in harmonic procedures involving original 
composition in the simpler forms. Required for all music majors. 
Prerequisites: Music 21; Co-requites: Music 32 
2 hours a week; 2 credits; spring term. 
31 . Keyboard Harmony and Ear Training I 
This course, correlated with Harmony I, emphasizes the aural 
recognition and manipulative aspects of harmonic material 
introduced in the parallels harmony courses, thus helping to 
give it an immediate practical application. Dictation, rhythm 
drills, sight-reading, and harmonic exercises. Required for all 
music majors. 
Co-requite: Music 21 
1 hour a week; 2 credits; fall term. 
32. Keyboard Harmony and Ear Training II 
A continuation of Music 31. Required for music majors. 
Prerequisite: Music 31; Co-requites: Music 32 
1 hour a week; 2 credits; spring term. 
IV. COURSES IN MUSICAL PERFORMANCE227 
81. Orchestra 
The official college organization, to perform at college functions 
throughout the year. Less advanced players will receive 
preparatory coaching. 
Once a week; Y2 credit each semester. 
82. Chorus 
An elementary singing group, in which students may learn the 
rudiments of musical notation and choral technique. No 
knowledge of music is required. 
Once a week; Y2 credit each semester. 
(table continues) 
227These courses were designed for the general student body as well as the 
music major. 
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83. A Capella Choir 
The study and public performance of representative works from 
the ecclesiastical and secular literatures, covering the Mass, the 
Motet, the Madrigal and the Chanson. This course, not to be 
confused with the Chorus, is reserved for those students who 
are qualified to undertake this study. Admission with the 
approval of the instructor. 
3 hours a week; 1 credit. 
84. Ensemble Playing 
The study and public performance of standard works of the 
chamber music repertoire. The performance of the sonatas, 
duos, trios, quartets and so forth will be correlated with a 
stylistic analysis of the composer studied. 
3 times a week; 1 credit. 
85. Band 
The official college organization, to perform at games and college 
functions throughout the year. Beginners will receive 
instruction. 
Once a week; Y2 credit each semester. 
For those who sought a concentration in music, the initial requirements 
that were in place are described in Table 5-2: 
Table 5-2 
Course Requirements for Concentration in Music-1938.228 
Concentration 
Prerequisites: Music 1-2 and 20; total credits 3. 
Basic requirements: Music 21-22, 31-32 and their continuation 23-24 and 33-
34 to be added in 1940-41 ; 15-16; First Year Counterpoint; and First Year 
Composition; total credits 26. 
Further requirements: A selection of courses to be approved by the Department; 
total credits 6. 
Students planning to teach are advised to include the necessary courses in 
Psychology and Education. 
228Queens College Bulletin for the fall and spring sessions 1938-1939, 4 7. 
Queens College Archives. 
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The list of preceding courses reflect many hours of instruction and 
afforded students the opportunity to receive a firm foundation in Westem 
European music while developing aural, theoretical, and performing 
skills. 
The required courses for mus1c maJors expanded as the student 
population increased. Additional concentration requirements were added 
in the early 1940's to include courses for music majors who intended to 
teach. These students were advised to include courses in psychology and 
education in addition to newly formed courses classified as Music 56, 66, 
69-70, and Third Year Aural training. Students took additional courses as 
recommended by the concentration advisor m order to fulfill 
requirements necessary to achieve state certification.229 
All students who declared their intention of majoring in music took 
a talent test administered by a committee of the Department. In order to 
attain admission, the Department required these students to achieve a 
percentile rank above the minimum standard. A probationary semester 
followed, after which the committee evaluated students' records to 
determine continuation as a music major. Those who failed to maintain 
229Queens College Bulletin for the fall and spring sessions 1939-1940, 57. 
Queens College Archives. 
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an average of B in the Music Department could not graduate as music 
majors.230 
The mus1c course offerings continued to expand during 
Stringham's six-year tenure as chair with the addition of new courses in 
music appreciation, history, analysis, orchestration, theory, and 
performance. Information noted in the 1940-1941 College catalogue 
reads as follows: 
A departmental comprehensive examination will be given to 
all music majors during the Upper Senior semester. This 
examination will consist of two parts: The first will include 
harmony, history, counterpoint, orchestration, composition, 
form analysis and ear training; the second part, involving 
individual performance skills, will consist of keyboard 
harmony, sight-singing, sight-reading, as well as 
instrumental and vocal performance. 
All music majors are expected to participate in the vocal and 
instrumental performance activities . (chorus, a cappella 
choir, glee clubs, band, orchestra, and ensemble groups) 
according to the advice of the Department. The achievement 
in these activities will form a permanent record of the 
student and will serve as a basis for subsequent 
departmental recommendations.231 
The newly formed senior comprehensive exams for music majors 
correspond to a mus1c education "aesthetics philosophy'' whereby 
individuals were trained to respond to musical works. According to 
Alperson, "Aesthetic formalists hold that such education will enhance an 
230Jbid.' 58. 
231Queens College Bulletin for the fall and spring sessions 1940-1941 , 64. 
Queens College Archives. 
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individual's understanding and enjoyment of music."232 
At the start of the 1943 school year, a performance examination 
became a requirement for all music majors who were obligated to become 
sufficiently proficient in a major as well as a minor instrument to pass 
the performance examination. Students who sought to meet the 
requirements for State Certification were required to pass performance 
examinations in piano, voice, a woodwind, a brass, and a stringed 
instrument. Students designated an instrument as a major instrument 
and another as a minor performing instrument. Grades below C on the 
performance examination were not acceptable to fulfill the State 
Certification requirement. Additionally, failure to pass the performance 
examination also resulted in denial for graduation as a music major.233 
A seminar course for seniors became available towards the latter 
part of Stringham's chair in addition to honors courses in music and a 
course in ensemble playing for studying the standard repertoire of 
various instruments. Table 5-3 outlines these offerings: 
232J. Scott Goble, "Perspectives on Practice: A Pragmatic Comparison of the 
Praxial Philosophies of David Elliott and Thomas Regelski," Philosophy of Music 
Education Review no. 1 (spring 2003) : 23. 
233Queens College Bulletin for the fall and spring sessions 1943-1944, 49. 
Queens College Archives. 
98 
Table 5-3 
New Offerings and Content-1944.234 
COURSE/CONTENT 
88, 89. Seminar 
This course is designed to aid specially qualified senior students to explore a 
field of musicology or music theory. Seminars will be listed in: (A) Musicology-!. 
music history; 2. comparative musicology; 3. aesthetics; 4. acoustics; 5 . music 
criticism; 6. special methods in music education 7. methods in research. (B) 
Music Theory- I. harmony of various periods; 2 counterpoint (strict and free) ; 3 . 
form and analysis, homophonic and polyphonic; 4 . method of research in the 
foregoing. It is hoped to give one or two seminars in each semester, with from 5 
to 10 students in each. 
Pre: Sr. standing: an average grade of B Mus. courses; and perm. of Dept. 
3 hrs; 3 cr. Each Sem. 
91, 92. Honors Courses 
Honors courses in creative writing and orchestration done under the direction of 
a member or members of the Department. The student will undertake major 
assignments under the direct guidance of his adviser. 
Pre: Sr. standing: completion of Mus. 54, 55, 64, and 65; and a scholastic 
record which indicates, to the satisfaction of the Dept. Comm. , capacity for 
creative work. 
1 conf. and 9 hrs. work; 3 cr. Each sem. 
84. Ensemble Playing 
The study and performance of standard repertory works for strings, woodwinds, 
brass, mixed groups (with or without piano), and small vocal groups, for 
beginning, intermediate and advanced students. Organized in sections, as 
follows: 
84.1 String Ensemble Playing 
84.2 Woodwind Ensemble Playing 
84.3 Brass Ensemble Playing 
84.4 Mixed Ensemble Playing 
84.5 Small Vocal Ensembles 
234Jbid., 55. 
2 rehearsals; 1 cr. 
2 rehearsals; 1 cr. 
2 rehearsals; 1 cr. 
2 rehearsals; 1 cr. 
2 rehearsals; 1 cr. 
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Faculty Expansion under Stringham 
The faculty of the Music Department also expanded under 
Stringham's six-year tenure as chair with the appointment of several new 
faculty members. These appointments included the hiring of prominent 
Polish-German composer, Karol Rathaus in 1940; Vittorio Giannini, who 
also was prominent in the area of composition and conducted the college 
orchestra; ·and pianist Helen Budge, who also taught ear training and 
harmony. Other new faculty included Boris Schwarz, a distinguished 
violinist and scholar of Russian music who performed in Toscanini's NBC 
Symphony; Hollace E. Arment, Charles Haywood, Harvey A. Sartorius, 
and others (See Appendix A for a complete list.). 
Musical Activities and Events under Stringham 
Several programs developed during Stringham's chair including the 
music education curriculum. A 1940 report by Stringham reported that 
almost twenty-five percent of the student body participated in one or 
more of the extracurricular performance groups on the College campus, 
in addition to the required work in music.235 The symphony orchestra, 
directed by Dr. Vittorio Giannini, held a membership of about 60 
students. Three bands directed by Harvey Satorious ranged from 
beginners to advanced groups and included 120 students. Other 
235Jbid. , 57. 
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organizations included a general chorus of about 165 students; and the 
A cappella choir of 55 students, which was led by Hollace Arment. 
Additionally, there was the Gilbert and Sullivan group, men's and 
women's glee clubs of 35 students each, and several other ensembles 
under the directorship of Dr. Giannini.236 According to Stringham, 
permanent values were evident in these musical activities. He stated: 
This type of activity is something that gives so much of a 
passing and permanent value to our student's lives on and 
off the campus-values unmatched and unequalled in most 
respects by any other form of student activity.237 
Figure S-4. Band, circa 1940 
Queens College Archives 
Figure 5-S. A cappella choir, circa 1940 
Queens College Archives 
The figure of almost twenty-five percent of student body who were 
enrolled in a musical activity, as noted in Stringham's report, did not 
236Jbid., 57 . 
237Ibid. , 57. 
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include other musical events which were also prevalent during his 
chairmanship. Additional musical events included spontaneous listening 
groups such as the Weekly Musical, which drew from 100 to 200 
students each week to hear a program of recorded classics and modem 
music of all types, the informal guest artist lectures, and the Music Guild, 
which featured performances of prominent artists on the faculty.238 
Listening Room 
The building of a student music listening room became available to 
all students at the start of the 1941 semester. Chairman Stringham 
declared that the listening room was "designed to give the college's 2,200 
students an opportunity to listen to the world's best music in an informal 
atmosphere [and will] augment the other phases in the college's musical 
efforts."239 Faculty Joseph Machlis supervised the listening room and 
made it available to students three times per week. Chairman Stringham 
further stated: 
The listening room will bring good music-great music-to 
every student on the campus and not only to those who are 
specializing in music for a career. The aim of the new project 
is to foster the music loving habits and interests of our 
students, to enable them to take their place among the 
music-loving and music supporting residents of Queens 
Borough.240 
238Jbid., 57. 
239"Qffers Great Music In Listening Room: Queens College Adds New Feature in 
Promoting Love of Good Music," The New York Times, October 5, 1941, 7. 
240Jbid.' 7 0 
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Program to Include Community 
The Department of Music continuously forged strong links with the 
community through many public concerts and recitals, and particularly 
through diverse specialized programs and collaborations with public 
schools. In May of 1940, the Music Department outlined a 
comprehensive and well-coordinated program that consisted of a 
threefold mission. The goals of the program were 1) to prepare students 
to teach music in the public school system, 2) to provide professional 
training for future musicians, and 3) to promote-in the general student 
body and the community at large-a wider appreciation for music.241 
Chairman Stringham passionately stated: 
It is here, in the wide dissemination of musical 
understanding and appreciation, the Department feels the 
future of American music is to be found rather than in the 
performance of a few specialist performers.242 
Community efforts also included an intensive collaboration between 
Queens County high school music teachers and instructors of the Music 
Department in 1941 to address pedagogical musical problems in 
surrounding high schools of Queens. Focal areas of concentration 
included music appreciation, theory, choral, and instrumental music. In 
commenting about the program, Stringham stated: 
24l"Queens Stresses Courses in Music: Threefold Purpose Contained in Program 
to Include the Community," The New York Times, May 5, 1940, 63. 
242Jbid. 
Queens College is especially interested in each of these 
problems, because the caliber of its own music work is 
dependent upon the training given to its students in the 
borough's high schools. At Queens, one of our main 
difficulties is the fact that we work with a heterogeneous 
group called from different schools, all using different 
techniques and stressing dissimilar aspects of music 
appreciation. Through conferences with the teachers who 
prepare our students, we may be able to iron our major 
difficulties.243 
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Continuous semi-annual sessions were scheduled between the of Music 
Department's instructors and high school music teachers within the 
borough of Queens in an effort to remedy these deficiencies.244 This 
program initiated at the start of the fall semester of that year. 
The Queens College Choral Society ( 1941-1944) 
Another significant musical activity of the Music Department was 
The Queens College Choral Society. Music faculty member, John 
Castellini, founded this organization in 1941, during the United States' 
involvement in World War 11.245 Castellini explained: 
In the first days of the college, our thinking was governed by 
the mutual relationship of campus and community ... To 
cement this relationship a number of professors went out 
regularly into the vast area of Queens to speak to small 
gatherings of citizens. It was with this thought in mind that 
Dr. Stringham [chairman] asked me to form a choral group 
243"Queens Will Aid High School Music: Cooperation With Teachers Is Planned to 
Solve Class Room Problem," The New York Times, July 6, 1941, D4. 
244Jbid. 
245Cindy L. Bell, "Queens College Choral Society: A Working Partnership between 
Community Chorus and College," paper presented at Hogeschool voor Muziek en Dan 
ISMA Conference, The Netherlands, 2002. 
that would be 'a singing organization of and for the public 
and the students and staff of Queens College.' The college 
was to provide it with a home and rehearsal facilities and 
membership was and still is open to anyone with some 
expenence in choirs or choral organizations. That was in 
1941 ... 246 
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With its founding during World War II, the choral performances quickly 
became a source of improved morale for the community. Castellini 
planned a presentation of Handel's Messiah for the choir's first 
performance, which was set for December 19, 1941. For this 
presentation, Castellini sought borough residents to join with the regular 
college singers in an effort to add mature voices and provide an outlet for 
off-campus singers. Castellini sought approximately 350 men and 
women singers for this effort.247 The Music Department student 
orchestra accompanied the Choral Society as a means of furthering the 
bond between student, college, and community participants.248 
The Choral Society performed its premier concert to an auditorium 
filled to its capacity at the Jamaica High School in Jamaica, Queens, on 
the evening of December 19, 1941, just twelve days after the attack on 
Pearl Harbor. Admission to the performance was twenty-five cents and 
246Elise Zazula, "The Queens College Choral Society: An Historical Narrative for 
the Years 1941-1981," Queens College Archives, Flushing, NY, 1986, 3. 
247"0ffers Great Music In Listening Room: Queens College Adds New Feature in 
Promoting Love of Good Music," The New York Times, October 5, 1941, 7. 
248Bell, 4. 
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the performance received positive rev1ews by the press.249 Zazula 
referenced the Long Island Daily Press as having reported: 
More than 150 Queens residents and Queens College 
Students combined their talents last night to make the first 
joint college-borough musical production a success. Before 
1,200 in the auditorium of Jamaica High School they 
presented 'The Messiah' ... the soloists, all given hearty 
ovations, were recruited from the ranks of the operatic 
world.250 
In a congratulatory letter to Castellini, Stringham stated: 
... You jumped into a situation that had all the setbacks in 
the world and you made a marvelous success of the material 
at hand ... the performance of 'The Messiah' the other night 
was a soul-stirring one. It was in my mind one of the 
outstanding events in the life of this institution so far ... 2s1 
From the premier performance and beyond, the Choral Society has 
maintained a tradition of performing two concerts annually, one in the 
fall and one in the spring. Within its first three years of existence under 
Stringham's chair and the directorship of Castellini, the Choral Society 
gave several sold out performances and its membership continued to 
consist of people from a diversified cultural background.252 As an 
organization for nonprofessionals, it welcomed individuals with an 
interest in the study and performance of choral masterpieces, regardless 
of their musical training, race, religion, or economic status.253 Table 5-4 
249Zazula, 4. 
250Jbid., 4. 
251Jbid., 5. 
252Bell, 3. 
253Jbid., 3. 
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outlines works sung by the Queens College Choral Society from 1941 
through 1944: 
Table 5-4 
Works Sung by the Choral Society from 1941-1944.254 
Year Date Program 
1941 Dec. 19 Messiah (Handel) 
1942 May20 The Creation (Haydn) 
Dec. 17 Messiah (Handel) 
1943 May 16 Motets-excerpts from varied Cantatas 
(J.S.Bach) 
Dec. 12 Messiah (Handel) 
1944 April26 Stabat Mater (Pergolesi) 
Miscellaneous Motets and Chorales 
Dec. 15 Messiah (Handel) 
The works listed above suggest that the conductor valued a 
repertoire of 18th century works for the choir's first four years. Among the 
works listed, Messiah appears for four consecutive December 
performances. This oratorio depicts the birth, life, death, and 
resurrection of Jesus Christ. Its performance during December coincides 
with the Christian celebration of Christ's birth. 
2S4Zazula, 20. 
Karol Rathaus 
(1895-1954) 
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Karol Rathaus was bom in Tamopol, Poland, now in the Ukraine. 
He studied composition with Franz Schreker and completed his formal 
• 
education at the University of Vienna where he received a Ph.D. in 
history. He lived in Berlin from 1922-1932 where he was prominent in 
contemporary music and one of the first composers of serious film music. 
According to the IMBd (Internet Movie Database), he scored for forty-four 
films. After his exile from Germany, he lived in London where he 
continued to compose and teach. He came to the U.S. in 1938 and stayed 
for a brief period in Hollywood, California. His appointment to the 
faculty of the Music Department began in 1940, where he served as 
Professor of Composition until his death in 1954.255 Rathaus was a 
composer of works in many different forms. Important events in Germany 
featured his works and led by reputable conductors. Highlighted at the 
music festival in Frankfurt, Germany in 1924, was his Second 
Symphony, Op. 7, which received rave reviews. His opera, Fremde Erde 
(Foreign Soil), Op. 25 and ballet Der letzte Pierrot (The Last Pierrot), Op. 
19 were presented at the Berlin Opera House.256 
255Qfficial Program, November 13, 1964. Tenth Anniversary Rathaus Memorial 
Concert. Music Library. 
256"Karol Rathaus Composer, Dead," The New York Times, November 22, 1954. 
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Throughout his tenure as Professor of composition and chair, 
Rathaus insisted that the standards for the Department remain at a very 
high level. With his positive demeanor, the music faculty continuously 
looked up to him ·and strived to measure up to his standards. As a 
member of the curriculum committee, he was influential in shaping the 
Department's curriculum and philosophy, notably insisting that every 
music student take a course in composition in an effort to gain a better 
understanding of music from a composer's point of view. This idea was 
very important to Rathaus and afforded every music student the 
opportunity to enroll in his composition class.257 At the end of. every 
semester, Rathaus provided the opportunity for his composition students 
to present their work at a composition concert on campus. 
257Leo Kraft, interview with the author, December 30, 2010. 
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Figure 5-6. Score of The Chamber Music of Beethoven signed by composition students 
of Rathaus in Spring 1942 
Inside cover inscription reads: "To Dr. Rathaus, With sincere gratitude and love from 
the composition students of"Spring" 1942-May 31, 1942" 
Signed are names of Rathaus' students, including the budding & prominent 
musicologist Claude Palisca and three who were influential in the School of Music as 
faculty members: Leo Kraft, Gabriel Fontrier, and Sol Berkowitz. 
Queens College Music Library. 
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Curriculum under Rathaus 
By the time Rathaus assumed the position as chair in 1944, the 
end of World War II was approaching. The college-wide curriculum 
adjustment for wartime that had been in place since the 1943 academic 
year was offered for the final time during the 1945-1946 academic year. 
This curriculum, adapted during these war years, sought to meet the 
needs of three types of students as outlined in Table 5-5. 
Table 5-5 
Curriculum Adjustments for Wartime to Meet the Needs of Three 
Types of Students-1943-1945.258 
(a) Young women and young men planning to follow the normal curriculum 
and desiring training for specific wartime needs may take additional credits in 
pertinent courses each term. Such students may take up to 18 credits per 
semester instead of the normal16. 
(b) Students deferred by Selective Service for educational reasons (such as 
prospective specialists in the natural sciences, premedical, predental, 
preengineering, or, pretheological, students, and those in the Naval Reserve 
Units) are expected to take accelerated programs. They take the present 
prescribed courses and elect special courses indicated by professional schools or 
by the Navy. 
(c) Students under eighteen years of age planning to stay at the College until 
called up by Selective Service may take Special War Programs. These students 
will be permitted to complete as early as possible those subjects in the present 
requirements which are most clearly related to their immediate needs: 
(table continues) 
258Queens College Bulletin for the fall and spring sessions 1945-1946, 19. 
Queens College Archives. 
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Credits 
* Mathematics ... . .. ...... . ...... . ............ . ..... . ............... .. .................... . ... . . . . . .. . . . ... .. 8 
* Physics, Chemistry, or Science Survey .................. . ... .. ....... . ........ . . ... ... ... . . .. 6-8 
* English and Speech ...... . .. ............. . . . .. ........ . .... . .... . .. ..... . .......... .. . ... .. . . ...... . ... . 6 
* American Civilization .... . .. .. .. ........... . ........ .......... ... . . . ... .... . .. .. .. .. .. . . ... .......... . . . 6 
* Foreign Language .............. . ... .. .... .. .... .. .... . . . . ... ... . .... . ................. . ... . . . ... . ..... . . . 6 
* Art or Music .. .. ............. .. ..... . . . ....... .. ... .... . ............ _. ... .. ....... .. ........ .. .... . .. . . . .. 2-4 
* Physical Education, Hygiene, Physical Activity .. ..... ... . .. ........ ... ... . .. . .. .. . . .. . ..... .. 3 
In each semester, the student takes 12 to 15 credits from the above list and 
takes additional credits in courses meeting his special needs to a total of 16 to 
18 credits. If at some later time he wishes to complete the requirements for a 
College degree, he must fill in the remaining studies prescribed in the regular 
curriculum given above. 
Additionally, several new elective courses in mus1c history and 
mus1c appreciation were introduced during Rathaus' tenure as chair. 
Music 13 (Music and its Social Backgrounds, before 1700) and Music 14 
(Music and Its Social Backgrounds, 1700-1800) began to be offered every 
other year, alternating with Music 15 (Music and Its Social Backgrounds, 
1800-1900) and Music 16 (Music and Its Social Backgrounds, from 1900 
to the Present). Each of these courses was a separate unit and students 
were permitted to take them independently of the entire sequence.259 A 
new course, Music 73/74, (Physical Basis of Sound as Applied to Music 
and Speech) was also introduced, but only taught during the latter reign 
of Rathaus' chairmanship, during 1946.260 
259Queens College Bulletin for the fall and spring sessions 1946-194 7, 55. 
Queens College Archives. 
260Jbid., 59. 
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Musical Activities and Events under Rathaus 
All musical activities that were in place under Stringham's chair 
continued to thrive during Rathaus' two-year tenure as chair of the 
Music Department. What increasingly became popular, however, were 
the weekly Friday afternoon musicales, which were comprised of 
performances by members of the faculty, and the semi-annual faculty 
concerts. These performances provided the faculty a means of 
highlighting their compositions as well as their performance abilities. 
The Queens College Choral Society (1945-1946) 
The Queens College Choral Society continued its fall and spnng 
performance tradition as well as increasing its membership throughout 
the fourth and fifth year of its existence. Performances of Messiah and 
other works in the spring continued receiving support by the public at 
large. It is likely that the overwhelming success of the Choral Society in 
collaborating the college and the community inspired the formation of a 
symphonic organization, also comprising membership from the 
community and the College. 
The Queens College Orchestral Society ( 1946) 
The Queens College Orchestral Society, founded in February 1946, 
was established after the approval of a 1945 plan submitted to the 
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College president by mus1c faculty member Boris Schwarz. Schwarz 
proposed two major objectives for the formation of the orchestra: (1) to 
give instrumentalists in the community the opportunity of playing in a 
symphony orchestra, and (2) to present to the community symphonic 
concerts of high musical standards.261 Membership of the Orchestral 
Society consisted of teachers, businesspersons, homemakers, doctors, 
lawyers, craftsmen, students, and Queens College alumni.262 Three 
months after its founding, the Orchestra presented its first concert at the 
College's auditorium on Wednesday, June 5, 1946. All subsequent 
performances, until 1961, occurred at the Jamaica High School 
Auditorium in Jamaica, Queens, with a seating capacity of 1 ,420. 
Admission price to the first performance was twenty-five cents; however, 
admission price for future performances ranged between twenty five 
cents to one dollar.263 See Figure 5. 7 for the program of the inaugural 
concert on June 5; 1946. 
261Queens College Orchestral Society: Tenth Anniversary Commemorative 
Booklet, 1956. New York: Queens College Archives, 5 . 
262Jbid., 5 . 
263lbid., 5. 
,t{:i) ~ s~r'h.#~ -N"~~ -;a· 
}'"'; 
"'' -:; ;;,~ 
, ... - ~ 
. .. 
·· ':(~). ~~QV~~-\o·:~~~~£11 ;/: . ' ,: :, _ ~• {-~, ·::~> ~ .. :'B~~~civen 
j 
<l 
! 
··· I 
114 
Figure 5-7. Inaugural Concert Program of the Queens College Orchestral Society, June 
5, 1946. Boris Schwarz, Conductor and Founder 
Aaron Copland School of Music Archives 
Rathaus felt strongly that the duties of the chair prevented him 
from devoting more time to composition and to his work with music 
composition classes. He, therefore, asked to be relieved of his 
administrative duties early in his second year as chair of the 
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Department. As a result, John Edward Castellini became head of the 
Music Department in the fall of 1946.264 
John Edward Castellini 
1905-2001 
John Edward Castellini was among the first instructors of the New 
Music Department and held a thirty-five year tenure in the Department 
until his retirement in 1973. After receiving his Bachelor of Music degree 
from the College Conservatory of Music of Cincinnati in 1928, Castellini 
went to Europe to study with Ottorino Respighi and later with Arnold 
Schonberg in Berlin.265 Upon his return to the United States, he 
furthered his studies at the University of Southern California where he 
received a Bachelor of Arts degree in 1931 and furthered his studies at 
Columbia University, where he received a Master of Arts degree.266 
Castellini held a brief tenure as acting-chairman of the Music 
Department in November of 1938, while Stringham was ill. His notable 
influence in the Music Department up to this point had been his efforts 
in combining the community with the college through establishing the 
Queens College Choral Society in 1941.267 He later authored The 
46. 
264"Queens College Names Castellini," The New York Times, September 8, 1946, 
265Zazula, 3 . 
266Jbid., 3 
267Ibid., 3. 
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Rudiments of Music in 1962, which stemmed from the music 
fun dam en tal course. 268 
Curriculum under Castellini 
During Castellini's first reign as chair of the Music Department, 
elective courses in History and Music Literature increased considerably. 
New courses in this area included "Latin American Music," which was a 
course in the history of music of the Latin American countries, and 
"Around the World in Song," a course which examined the influence of 
the social and political background upon the folklore and songs of 
various countries. Additional courses included "Music in American 
Civilization," which examined the types of music used and created in 
North America, as well as several others.269 
Students who intended to major in mus1c were required to 
formulate their course program under one of the three prescribed 
concentration area as described in the catalogued and outlined in Table 
5-6. 
268John E. Castellini, The Rudiments of Music (New York: W. W. Norton & 
Company, Inc., 1962) ; Kraft, Interview. 
269Queens College Bulletin for fall and spring sessions, 1947-1948, 55. Queens 
College Archives. 
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Table 5-6 
Concentration in Music and Content-1947270 
Three Concentrations/ Content 
1. Students interested in the art from a cultural standpoint, but who do not 
intend to be professional musicians or teachers will take the following courses; 
51-61, 52-62, 71-72, 11-12, and 16 credits elected from 17, 18, 19, 23, 24, 25, 
29, 30, 31, plus two credits elected from courses in musical performance to 
make a total of 32 credits. In addition, the students in this category are advised 
to take: Philosophy 1, 1 0; History 25 and 26; three credits in the History of Art 
and at least one of the following comparative literature courses: 1, 12, 13, and 
14. 
2. Students preparing for a career as performer, composer, arranger, monologist, 
or teacher in a conservatory, university, or other institution not requiring State 
Certification will take the following courses: 51-61, 52-62, 53-63, 54-64, 11-12, 
55. 59-60, 65, 69, and 71-72. In addition, the students in this category must 
participate in at least one performance activity each semester and are advised to 
elect additional courses in Music Literature, Counterpoint, Composition and 
Conducting. 
Students in this category who intend to pursue graduate study leading to an 
advanced degree should consult the departmental concentration officer 
concerning their election of grouped electives. 
3. Students intending to teach in the secondary school will fall into two 
categories: (A) Those who want to apply for State Certification immediately upon 
graduation (which makes them eligible to teach in certain section of New York 
State); and (B) Those who intend to take an advanced degree (in fulfillment of 
the requirements for teaching in the High Schools of New York City and certain 
other cities). 
Students under the third concentration area met state requirements for 
certification by taking 14 to 20 hours of music theory (which included 
theory and notation, harmony, keyboard harmony, elementary 
counterpoint, sight-reading, and dictation); 4 to 8 hours of music history 
and literature; 2 to 6 hours of conducting, choral and orchestral; and 10 
270Ibid., 56. 
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to 16 hours of applied music, which included piano, voice, and a string, 
brass, and woodwind instrument. Students were encouraged to consult 
with the Departmental concentration instructor with regard to 
examination requirements in all of these subjects. The policy of non-
acceptance of grades below C for State Certification was still in place.271 
Students were afforded the opportunity to meet part of the 
requirements in applied music by registering for Music 84.1 (string 
ensemble); Music 84.2 (wind ensemble); Music 84.3 (brass ensemble); 
Music 84.4 (mixed ensemble); and Music 84.5 (small vocal ensemble). 
The Music Department did not offer private instructions for piano or 
voice. Students were therefore encouraged to seek lessons outside the 
College and demonstrated mastery of the Department's standards 
through various examinations.272 Additionally, according to the 194 7-
1948 College Bulletin, Castellini's Choral Society became part of his 
teaching obligations and the college curriculum. As a result, it appeared 
in the catalogue as Music 82 and students received one credit for their 
participation.273 This modification eliminated the need to pay the director 
separately. 27 4 
271Jbid. , 56. 
272Jbid., 57. 
273Jbid.' 61. 
274Ibid. ' 61. 
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Musical Activities and Events under Castellini 
The Queens College Choral Society ( 1946-1949) . 
By 194 7, under Castellini's choral leadership, The Choral Society 
increased its membership. A large portion of this increase resulted from 
the many male singers from the ASTP on campus who established 
membership in the choir during the war years. 275 An audience of 2,500 
attended the December concert of that year, more than twice the number 
present during the initial concert of 1941.276 Additionally, it became 
customary that the choir doubled its winter and spring performances. 
During the following year, the choir performed two commissioned works 
for its spring 1948 concert, which commemorated the recent lOth 
anniversary of the founding of the College. Professor Karol Rathaus' 0 
Luvenes and Maestro Castellini's own Shout with Joy to God were the two 
featured premiered works.277 The most notable achievement of the Choral 
Society during this period, however, was its American premiere 
performance of Antonio Vivaldi's Gloria in 1949, which has subsequently 
become a standard choral repertoire in American churches, high schools, 
and community choruses.278 Music Department faculty member, Dr. 
Edward Lewinsky (appointed in 1948) rediscovered the Gloria in Italy 
27 5Zazula, 5 . 
276Bell, 4. 
277Jbid. ' 6. 
27BBell, 4 . 
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while researching under a Guggenheim fellowship.279 Professor Lowinsky 
stated the following with regard to this work: 
Lacking the polyphonic density and the immense complexity 
of Bach's choral art, the Gloria · is a superb example of the 
broad fresco style of the Italian master who achieves his 
profound results through the utter economy and 
compactness of his structure, through the use of a palette 
powerful in its color contrasts, and through a mighty and 
relentless rhythmic drive.2so 
The rediscovery of the Gloria coincides with the Baroque revival 
movement of the mid-20th century. The early music revival movement 
can be traced back to the late 19th century with the work of Arnold 
Dolmetsch who replicated several period instruments. Dolmetsch also 
researched treatises of the Baroque era to gain knowledge on early music 
performance practices, which spanned into the 20th century and 
beyond.28l 
In his study of the Baroque revival, Shull stated: 
The study of historical performance practice maintains as 
one of its fundamental principles the recreation or revival of 
lost traditions.2s2 
As this movement circulated during the 20th century, early-music 
performing ensembles began to emerge in several North American 
279After leaving Queens College, Lowinsky became one of the most important 
musicologists in the U.S. 
2SOQabriel Fontrier, "Music on Long Island," Long Island Sunday Press, 
November 18, 1951. 
281Marco Pallis, "The Rebirth of Early Music," Early Music 6, no. 1 (Jan. 1978): 
41-45. 
282Jonathan Shull, "Locating the Past in the Present: Living Traditions and the 
Performance of Early Music," Ethnomusicology Forum 15, no. 1 (June 2006): 87. 
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colleges and universities283 Paul Hindemith, a significant figure to the 
early music movement in the United States, used early musical 
instruments with his students while on staff in several American 
universities. 284 
Figure 5-8 displays the program cover for the U.S. premiere 
performance of the work performed by the Queens College Choral Society 
in 1949. 
283Paul C. Echols and Maria V. Coldwell, "Early-music revival," Grove Music 
Online (Intemet] (accessed February 18, 2014); available from 
http: j jwww.oxfordmusiconline.com. 
284Johann Buis, "Early Music and Paul Hindemith (1895-1963) in the United 
States: A centenary Evaluation," College Music Symposium 36, vol. 36 (1996): 16-32. 
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Figure S-8. Program Cover of Queens College Orchestral Society Performance of 
American Premiere Performance of Antonio Vivaldi's Gloria, May 13, 1949 
Aaron Copland School of Music Archives 
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Table 5-7 
Works Sung by the Choral Society from 1947-1949.285 
Year Date Program 
1947 May16,17 Cantata No. 140 (J. S. Bach) 
Requiem Mass (Mozart) 
Dec. 13, 14 Messiah (Handel) 
1948 May 7, 8 Shout With Joy To God (John Castellini) 
0 Iuvenes (Academic Cantata) (Karol 
Rathaus) 
The Creation (Haydn) 
Dec, 10 Messiah (Handel) 
1949 May 13, 14 Gloria (Vivaldi) 
Elijah-Part I (Mendelssohn) 
Dec 16, 17 Messiah (Handel) 
The preceding list indicates a subtle change in repertoire. to include 
"conservative" 19th century works. The historical record indicates several 
distinguished performing artists who joined the orchestra for the 194 7 
spring performance, and provided the choir the opportunity to expand its 
repertoire. Castellini stated: 
Without the devotion and loyalty of alumni, music 
department members and many friends of the Society, we 
could never have enjoyed performances of major choral 
masterpieces demanding a full complement of talented and 
experienced instrumentalist. 286 
The Queens College Orchestral Society ( 194 7) 
Beginning in 194 7, various music faculty members wrote program 
notes for the concert programs as a means of enhancing the educational 
285Zazula, 20. 
286Queens College Choral Society: Twentieth Anniversary Booklet, 1961. New 
York: Queens College Archives, 5. 
124 
value of the performances. The chief contributors were Saul Novack, 
Joseph Machlis, Barry Brook, Gabriel Fontrier, and Albert Mell. 
Additionally, Orchestral Society performances were commonly 
coordinated with music appreciation classes in an effort to make vivid 
music discussed in the classroom.287 During that same year, the 
Orchestra established an annual award for the purpose of encouraging 
young musicians of the Music Department. A panel comprised of 
Orchestral Society officers and faculty members from the Music 
Department selected an outstanding vocalist or instrumentalist through 
a competitive audition process. The winner received a cash award of fifty 
dollars and an opportunity to perform as featured soloist with the 
orchestra. The first winner in 194 7 was pianist Phyllis Rappeport, who 
performed Beethoven's Third Piano Concerto.288 
Opera Workshop (194 7 -1950) 
The Opera Workshop originated m 194 7 out of several Music 
Department students' determination to produce an opera. In spite of 
inadequate facilities, lack of materials, and other necessary resources, 
the students managed to put on a performance of Mozart's Marriage of 
Figaro, which received favorable reviews. Following this performance, the 
287Queens College Orchestral Society : Tenth Anniversary Commemorative 
Booklet, 1956. New York: Queens College Archives, 6 . 
2BBOfficial Program, April29 , 1961 Queens College Orchestral Society Fifty-Sixth 
and Fifty-Seventh Concert: Program Notes, Music Library. 
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students established the Queens College Opera Workshop in order to 
maintain opera productions on campus.289 A production of one act 
operas followed in 1948 and included Wolf-Ferrari's Secret of Suzanne, 
Haydn's Apothecary, and the first New York performance of Gustav 
Holst's Savitri..29° Unfortunately, these performances did not generate 
sufficient income to maintain the program. Nonetheless, the workshop 
re-grouped and returned with a series of productions in 1949. These 
performances included Pergolesi's Livietta and Tracollo, the first New 
York performance of the late Kurt Weill's Down in the Valley, and 
Gounod's The Frantic Physician. 291 These performances also received 
favorable reviews and proved profitable for the Opera Workshop. 
After the performance of The Frantic Physician, the students 
decided to commission members of the music faculty to write an opera 
for them. Music faculty members Leo Kraft and Joseph Machlis 
consented to the idea and began work on The Caliph's Clock. According 
to a survey conducted by Albert Whitney of the Tanglewood Opera 
Department, The Opera Workshop at Queens College was one of the first 
college workshop in the country operated entirely by its student 
members.292 
289Qfficial Program, May 11, 1951 Queens College Workshop: Program Notes. 
Music Library. 
290Ibid. 
29 1Ibid. 
292Ibid. 
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Faculty Performances ( 194 7 -1949) 
With the addition of several new faculty members joining a staff 
already comprised of highly distinguished musicians, the faculty 
performances increasingly became greatly anticipated events. New 
appointees during this period included pianist and composer, Edward 
Lowinsky, who became possibly the most prominent and influential 
musicologist in post-World War II; Alexander Kouguell, assistant 
principal cellist with the Baltimore Symphony; pianist-composer, Sol 
Berkowitz; and composer, Leo Kraft. Kraft, currently professor emeritus 
of the Aaron Copland School of Music and former student of the Music 
Department recalled the faculty performances: 
... the semi-annual faculty concert was a big event and 
students came from all over the campus to hear it. That was 
in the auditorium, which is in Jefferson Hall. It was not 
much of a music hall, but served the purpose; and there we 
had faculty concerts, once per semester. There were other 
concerts which took place on an informal basis from time to 
time. On Friday afternoons, maybe once a month, there 
would be chamber music concerts. Boris Schwarz was our 
leading violinist and Alexander Kouguell was our cellist. Sol 
Berkowitz was a marvelous pianist and Charles Haywood 
was a tenor who could sing in six languages, so beautifully 
in all. That was the main activity.293 
293Leo Kraft, alumnus and faculty member, interview with the author, December 
30, 2010. 
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Figure 5-9. Faculty Performers after a Faculty Concert, November 1949 
From left to right: Robert Hoffman, Sol Berkowitz, Edward Lowinsky, Charles Haywood, 
Karol Rathaus, Boris Schwarz, Alexander Kouguell, Leo Kraft 
Courtesy of Alexander Kouguell 
CHAPTER SIX: 
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The Chairmanships of Boris Schwartz ( 1949-1952); Margaret Lowry 
(1952-1953); Return of Boris Schwartz (1953-1956); 
Return of John Castellini ( 1956-1958) 
Figure 6-1. 
Boris Schwarz 
Queens College Archives 
Figure 6-2. 
Margaret Lowry 
Queens College Archives 
Boris Schwarz 
( 1906-1983) 
Figure 6-3. 
John Castellini 
Queens College Archives 
Boris Schwarz was a distinguished violinist and musicologist. He 
was born in St. Petersburg, Russia and migrated to Berlin during his 
early childhood years. His violin debut occurred at the age of fourteen, 
performing with his father, Joseph Schwarz, on the piano. Schwarz 
studied with several prominent teachers; namely Carl Flesch, Jacques 
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Thibaud, and Lucien Capet. He performed extensively in Europe and 
resettled in the United Stated in 1936.294 While in the U. S., he served as 
concertmaster with the Indianapolis Symphony Orchestra, played first 
violin in the NBC Symphony Orchestra under Arturo Toscanini, and 
published several books, including Music and Musical Life in Soviet 
Russia, 1917- 1970.295 This publication won an award from the American 
Society of Composers, Authors and Publishers as best book of music 
criticism in 1973.296 He earned a Ph.D. in musicology from Columbia 
University297 and served on the Music Department faculty at Queens 
College from 1941 to 1976. During his tenure, he conducted the student 
and community orchestras, performed with the faculty quartet, taught 
several music courses, and served as chair. His many accomplishments 
in the Music Department included founding the Queens College 
Orchestral Society and the distinguished Queens College Faculty String 
Quartet. 
By the time Schwarz assumed the position as chair of the Music 
Department in 1949, the College had installed its second president, Dr. 
John J. Theobald, on October 11, 1949, following the retirement of 
President Paul Klapper during the previous semester. Theobald was very 
294"Boris Schwarz is Dead; Violinist and Teacher," The New York Times, January 
2, 1984. 
295Boris Schwarz, Music and Musical Life in Soviet Russia, 1917- 1970 (New York: 
W. W. Norton, 1972). 
296Jbid. 
297Jbid. 
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influential in increasing faculty salaries and providing more faculty 
promotions.298 He also pioneered efforts to change the appearance and 
improve the physical facilities of the College through a building 
program.299 This benefited the Music Department greatly, as music 
classes did not meet at a central location, but throughout the campus in 
temporary huts300 and wooden buildings left over from the war. The 
Music Department was permitted to utilize four of these wooden 
structures for classroom instruction prior to their dismantling.30l A lack 
of space for the growing Music Department became a great concern 
during this period. For this reason, ·in 1954, Theobald initiated plans for 
a $500,000 building project that included an auditorium for student and 
community concerts.302 
Schwarz's tenure as chair began with a staff of fifteen, which by 
the end of his third year increased by almost 33 percent. 303 The increase 
included the hiring of faculty members Nancy Reich (an alumna of 
Queens College),304 Albert Mell (violin), Herbert Grossman (conductor), 
Alvin Bauman, Ralph Dale (music education), Catherine V. Brooks, and 
2011. 
298Cogan, 54. 
299Jbid., 24. 
300Morey Ritt, alumna and faculty member, interview with the author, March 21, 
301Leo Kraft, alumnus and faculty member, interview with the author, December 
30, 2010. 
302Gabriel Fontrier, "Campus a Music Lover's Paradise: Queens College Activities 
Range from Symphony to Opera," Long Island Sunday Press, March 7, 1954. 
303Queens College Bulletin for fall and spring sessions, 1953-1954, 68. Queens 
College Archives. 
304Reich became the American authority on Clara Schumann. 
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the individual who later became an influential force in redesigning the 
music curriculum, Saul Novack. Additionally, Schwarz briefly left his 
post early during his chair and traveled to Europe on a Ford Foundation 
Fellowship to conduct research. While in Europe, he had the opportunity 
to serve as correspondent for American musical publications and perform 
several violin recitals broadcast over German radio networks. 305 Margaret 
Lowry, assistant professor of music, assumed the chair's position during 
his absence and served until 1956. 
Margaret Lowry 
(1899-1975) 
Interim Chair for Boris Schwarz 
Margaret Lowry received her bachelor's degree in music at Tulane 
University in 1919 and master's degree from Columbia University in 
1942. She held teaching positions at Columbia's Teachers College from 
1941 to 1945 and in the Great Neck, Long Island, New York public 
schools from 1943 to 1945. Her tenure at the Music Department began 
in 1946 and spanned eighteen years until her retirement in 1964. Among 
her published works are Keyboard Approach to Harmony306 and Music 
30SQabriel Fontrier, "Music on Long Island," Long Island Sunday Press, March 8, 
1953. 
306Margaret Lowry, Keyboard Approach to Harmony (King of Prussia, PA: 
Theodore Presser Co, 1949). 
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Appreciation for Every Child;3 0 7 the latter published for students at the 
elementary and junior high school level. 
Lowry was director and architect of the Music Department's 
programs in music education from 1946 through 1964. When she 
retired, she developed and expanded all programs designed for teachers 
of music at the graduate and undergraduate levels. 308 Lowry was the first 
and only female to have served as chair of the Music Department. She 
managed all aspects of the Department while maintaining her teaching 
responsibilities and the entire faculty rallied behind her in support of her 
leadership. 309 
307Margaret Lowry and Mabelle Glenn, Music Appreciation for Every Child: A 
Series of Progressive Lessons in Listening for the Grades and Junior High School; 
Intermediate Grades, Four, Five, and Six (New York: Silver Burdett Co., 1935). 
30BQbituary-Professor Margaret Lowry (Queens College, of CUNY, Music 
Department, 1946-retired, 1964) . Memo to Members of the Music Department sent by 
Joel Mandelbaum, 1975. 
309Qabriel Fontrier, "Music on Long Island," Long Island Sunday Press, January 
16, 1953. 
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Figure 6-4. The Queens College Department of Music Faculty, circa 1953. Top row, from 
the left: Saul Novack, Albert Mell, Sol Berkowitz, Robert Hoffman, Mel Powell, Barry 
Brook, Carl Eberl, Leo Kraft, Alexander Kouguell, and Gabriel Fontrier. Bottom row: 
John Castellini, Margaret Lowry, Karol Rathaus, Sue Prosser, Boris Schwarz, and 
Joseph Machlis. 
Courtesy of Alexander Kouguell 
Although Schwarz returned from Europe in the middle of Lowry's 
tenure, she remained chair in order to fulfill her duties for the entire 
1952-1953 academic year. Schwarz seized the opportunity to organize 
materials for a lecture, which he presented on the topic, "Musical 
Impressions of Europe Today,"310 based on knowledge gained from his 
research in Europe. Additionally, he prepared for his appearance as 
soloist with the college orchestra for their annual benefit concert. The 
Crown, the undergraduate newspaper for the College, published the 
following announcement concerning this performance: 
3lODepartment of Music Calendar of Music Events: spring semester 1953. 
Dr. Boris Schwarz[,] professor of music, playing 
Mendelssohn's Violin Concert in E Minor[,] will be the solo 
artist with the Queens College Orchestra; tomorrow night at 
8:30pm in Jamaica High School. .. Dr. Schwarz was on leave 
this year doing research on a Ford Foundation Award. Dr. 
Schwarz has appeared as soloist with major European and 
American orchestras. His professional experience was 
climaxed when he was first violinist with the NBC Symphony 
under Arturo Toscanini.311 
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Margaret Lowry collaborated with the faculty, and organized the many 
performances and activities customary within the Department. Figure 6-
5 lists all of the Department's musical activities during Lowry's tenure for 
the spring semester of 1953. 
3ll"Schwarz Soloist Tomorrow ; Piero Weiss Gives Recital," Crown: Undergraduate 
Newspaper of Queens College Since 1937, Friday, April 17, 1953. 
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Margaret Lowry. 
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Death of Karol Rathaus 
At the start of the 1954 academic year, the Department grieved 
over the loss of its distinguished professor of composition, Karol 
Rathaus. Rathaus' death occurred on November 21, 1954, after 
succumbing to a brief illness. Rathaus' creativity and prominent status 
as composer enabled him to attract top musicians to the Music 
Department to the extent that by the mid 1940's, the Department 
considered itself one of the best of any liberal arts school in the 
country.312 Sol Berkowitz, Leo Kraft, and Gabriel Fontrier, all members of 
the Music Department during this period, were among the first pupils of 
Rathaus. Fontrier recalled Rathaus as being a "fantastic, inspiring 
teacher, the warmest human being, an outstanding musician, and one of 
the greatest living pianists. He was simply phenomenal."313 In his 
comment about Rathaus' traditional end-of-semester composition class 
performances, Fontrier recalled: 
Dr. and Mrs. Rathaus would invite all of his students to his 
home in Flushing after the [composition] concert every 
semester, and give a party with food of all kinds. It became 
the most wonderful, personal thing, especially in a 
commuter school when there are so few opportunities to get 
to know students personally.314 
312"Teaching Music Won Out Over Hollywood," Alumni News, December 1974, 3 
Queens College Archives. 
313Jbid., 3 . 
3141bid., 3. 
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Curriculum under Schwarz 
Under Schwarz's chair, there were additions and modifications to the 
curriculum. Schwarz instituted a violin course, which he himself taught. 
The course, Music 32 (The Violin, in History and Literature), was offered 
in a lecture-recital format and surveyed the history and repertoire of the 
violin. Students received two credits for this course and met for two 
hours per week.315 
The 1952-1953 College Bulletin listed a new format and course 
sequence for the concentration in music (see Table 6-1). 
Table 6-1 
Recommended Sequence of Music Courses for Music Majors: 
1952-1953.316 
COURSE SEQUENCE 
A. For Students entering College in the Fall 
Class 
L. Freshman 
U. Freshman 
L. Sophomore 
U. Sophomore 
L. Junior 
U. Junior 
L. Senior 
U. Senior 
Music Courses 
Music 3 
Music 4 
Music 51-61 (or Music 57) 
Music 52-62 
Music 53-63, 55, 58 (Mus. Ed. Only) 
Music 54-64, 71, 12, 69 
Music 65, 11, 59, 72 
Music 60 
Education Courses 
(Mus. Ed. Only) 
Education 1 and 2 
Education 13 
Education 14 
Education 41 
Education 64-77 
B. Students entering College in the Spring will take Music 12, 11 59, 60 
one semester earlier. 
(table continues) 
31SQueens College Bulletin for the fall and spring sessions 1951-1952, 61. 
Queens College Archives. 
316Queens College Bulletin, 1952-1953, 60, Queens College Archives. 
138 
Supplemental Information for All Music Majors 
The lower freshman music major will be given a placement music examination in 
performance and theory during his flrst month in college. This will determine 
the initial course of the theory sequence taken in his lower sophomore term, e .g. 
Music 51-62 or 57 or 52-62, etc. 
Additional required courses in music appreciation also developed. 
These courses, Music 3 and 4 (Musical Literature and Style), were made 
available to students of the general student-body who possessed minimal 
musical background and also served as an alternative to Music 1 and 2 
for students who planned to major in music. The courses involved an 
extensive investigation of music history from the late Renaissance to the 
present and emphasized the evolution of musical styles and forms. 
Ample discussions of several works relevant to the social and cultural 
background of various historical periods were included.317 Faculty 
member Joseph Machlis produced the text used for Music Appreciation 
courses. This text, under the title The Enjoyment of Music, became the 
most widely adopted college-music appreciation textbook.318 During this 
stage, the text was in manuscript form and distributed to students for 
class purposes.319 Under Schwarz, prospective music majors were tested 
to determine their qualification to take Music 3 and 4, rather than the 
317Jbid., 61. 
318Claude V. Palisca, "The Enjoyment of Music by Joseph Machlis," Journal of 
the American Musicological Society 10, no. 3 (autumn 1957): pp. 201-203 . 
319Lawrence Eisman, alumnus and faculty emeritus, interview with the author, 
April4,2011. 
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required Music 1 and 2.320 This practice remained in place for quite 
sometime throughout the Department's history. Advanced courses for 
music majors expanded to include several courses, which required 
permission of the Department and senior status. These courses carried 
two credits and required two hours of weekly class sessions (see Table 6-
2). 
Table 6-2 
Additional Advanced Courses-1952-1953321 
COURSE/CONTENT 
Music 135. Bach 
Bach's work will ·be studied in its relation to his life and personality. Emphasis 
will be placed on the analysis of his style and its evolution. Consideration will be 
given to the interplay of personal and functional elements in his style, and the 
influence upon him of the main religious and intellectual currents of his time. 
Various problems will be examined in connection with the performance of Bach 
today. 
Pre: Sr. Standing, Music 2 or 4, or permission of department: 2 hrs; 2 cr. 
Music 136. Beethoven 
An intensive study of his life and works viewed against the social and 
intellectual forces of the emerging nineteenth century. An analysis will be 
undertaken of his style in its various phases, his creative process as revealed in 
his sketch books, and his impact upon the romantic period. 
Pre: Sr. Standing, Music 2 or 4, or permission of department: 2 hrs; 2 cr. 
(table continues) 
320Queens College Bulletin, 1952-1953, 60, Queens College Archives. 
32 1Jbid., 67 
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Music173. Analysis of Style and Structure 
A course planned to develop criteria of quality and style in music, to help the 
student gain an insight into the process of composition and to create a stable 
foundation for artistic interpretation. There will be analysis of forms, discussion 
of styles and personalities, as well as music illustration. 
Pre: Music 71 and 72 (Harmonic and Polyphonic Analysis) or Music 171 and 172 
or permission of department. 2 hrs; 2 cr. 
Music 190. Music Bibliography322 
The course is designed to familiarize the student with the tools and methods of 
musical bibliography and to train him in the critical and effective use of such 
materials. 
Pre: Sr. Standing and permission of department: 2 hrs; 2 cr. 
As with the Choral Society, The Queens College Orchestral Society, led 
by Schwarz, also became part of his teaching load and began as a 
credited course starting in the fall semester of 1953.323 Additionally, 
Schwarz formulated another course, which examined the string quartet 
in history and performance. This course involved three additional faculty 
members and began in the spring semester of 1954.324 Table 6-3 clarifies 
the content of these additional courses. 
322The instructor for this course was faculty member Barry Brook who later 
became one of the world 's most important figures in music bibliography and research 
methods. 
323Queens College Bulletin for the fall and spring sessions 1954-1955, 78. 
Queens College Archives. 
324Jbid., 79. 
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Table 6-3 
Additional Courses-1954-1955325 
COURSE/CONTENT 
Music 87 .2T. Queens College Orchestral Society 
A symphonic organization devoted to study and performance of the standard 
orchestral literature. Open to faculty, students and community. 
Pre: Perm. of instr. 2 hrs. 1 cr. 
Music 33, 133. The String Quartet in History and Performance 
A lecture recital course surveying the history and repertoire of the string quartet 
for Haydn and his predecessors to the present time. Analyses of representative 
work will be illustrated by actual performance in class supplemented by 
appropriate readings. Special emphasis will be placed on the classical 
masterpieces of Haydn, Mozart, and Beethoven; the Romantic school from 
Schubert to Brahms; the quartets of Debussy and Ravel; and the contemporary 
contributions of Bartok, Schonberg, Hindemith, and Rathaus. 
The Queens College Faculty Quartet 
(Messrs. Schwarz, Mell, Eberl, and Kouguell). (Spring term). 
Pre: Mus. 2 or 43 hrs; 2 cr. 
The popularity and success of the string quartet course resulted in yet 
another class designed strictly for the study of the Beethoven quartets, 
which began towards the end of Schwarz's reign as chair in 1956. The 
structure of this course also followed the lecture-recital format and 
included the study of the entire seventeen string quartets of Beethoven. 
Requirements also included analyses of the quartets, illustrated by 
performances, and enhanced with varied reading assignments. The 
course emphasized the significance of the quartets in relation to 
Beethoven's development as a composer. 326 
325Ibid., 79. 
326Queens College Bulletin for the fall and spring sessions 1956-1957, 82. 
Queens College Archives. 
, 
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Additionally, Music Department faculty member Sol Berkowitz organized 
the first jazz course in 1956. This course, Music 40 (Jazz, its History and 
Literature), involved a careful examination of the origin of jazz with 
regard to the element of improvisation and its sociological and folkloristic 
roots and its influence on contemporary music. Students received two 
credits and the course met two hours per week. 327 
Musical Activities and Events under Schwarz 
The continued growth of the college student body influenced 
enrollment in all music courses and performance ensembles during this 
period including the Men's and Woman's Glee Clubs, the A Cappella 
Choir, Intermediate and Advanced Bands, Intermediate and Advanced 
Orchestra, all small ensembles, and the Choral and Orchestral Societies. 
At an interview regarding this expansion, Schwarz commented: 
We've got something for everyone. We've got the most 
musically-minded campus I know of. First of all, there are 
now more music majors here at Queens than in any of the 
other city colleges. And secondly, our elective courses in 
music, open to all students in the school, are overflowing. 
The faculty is particularly proud of its student composers. 
Last year, a composition, Serenade for Windows, composed 
by a former student, Jack Urbont of Woodhaven, was 
selected to be played at the celebrated Cannes Music Festival 
in France. 328 
327Jbid., 82. 
328Qabriel Fontrier, "Campus a Music Lover's Paradise: Queens College Activities 
Range From Symphony to Opera," Long Island Sunday Press, March 7, 1954. 
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Figure 6-6. Program of Combined Performance of Men's and Women's Glee Clubs. 
Tuesday May 13, 1952. 
Aaron Copland School of Music Archives 
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Figure 6-7. Castellini rehearsing with four members of the Queens College Choir. Left to 
right are Cora Wolf, Allen Brings,329 Debbie Gross and Robert Glover. 
Copland School of Music Archives 
There also was an increase in the number of works composed by faculty 
members during this time. For example, on February 19, 1951, · the 
combined musical forces of the Music Department presented a "Gala 
329Brings later joined the staff and eventually became professor of theory. 
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Concert-Broadcast" at the Forest Hills High School auditorium in Forest 
Hills, Queens, NY. Reviews cited this performance as the "first" 
monumental event for the Department.330 WNYC radio station broadcast 
the concert as part of its annual "American Festival of Music" 
programming. The event marked the first time that music and musicians 
of Long Island received full programming over a network and in a 
concert-broadcast setting.33l The college orchestra, directed by Schwarz, 
the choir, under Castellini's directorship, and seven members from the 
Music Department took part in this performance, which included works 
composed by faculty members. 
The program included Rathaus' academic cantata, 0 Iuvenes for 
chorus and orchestra, with faculty member Charles Haywood as tenor 
soloist and Rathaus' Greek Chorus for choir and solo French horn with 
music major David Spring hornist. Castellini's Pastoral for Orchestra and 
his In Paradisum for unaccompanied chorus was also heard. Sol 
Berkowitz played the piano for his Suite for Piano and Dialogue for Cello 
and Piano, which featured faculty member Alexander Kouguell as cellist. 
Leo Kraft contributed his Overture in G for Orchestra and Festival Song 
for Choir. Albert Mell, faculty violinist; Alexander Kouguell, faculty cellist; 
and Gabriel Fontrier, faculty pianist, performed the Fontrier's premier 
330Gabriel Fontrier, "Music on Long Island," Long Island Sunday Press, 1951. 
331Jbid. 
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performance of Slow Movement for Piano, Violin and Cello. Also featured 
was Fontrier's choral work, Leopard in the Sky. The choir performed 
Normand Lockwood's332 By'n Bye and other works.333 
The success of this monumental broadcast led to future radio 
performances by various musical groups of the Department throughout 
its mid history. A forty-five minute dedicatory broadcast on the same 
radio station in May of the same year, for example, honored the works of 
Karol Rathaus. This broadcast featured Rathaus' Second Sonata for Violin 
and Piano, his Three English Songs, and his Rhapsodia Nottuma for piano 
and cello. Rathaus performed at the piano, Boris Schwarz played violin, 
Alexander Kouguell performed on cello, and Frances Paige sang 
soprano.334 
Faculty String Quartet 
Although faculty members Alfonson Cavallaro (viola), Mell (violin), 
and Schwarz (violin) were already active string performers at the College 
by 1951, the absence of a cellist precluded the formation of a faculty 
string quartet. Cellist Alexander Kouguell, who filled this gap, joined the 
faculty in 1949 through his association with faculty member and 
composer, Leo Kraft. Kouguell recalled: 
1951. 
332Lockwood previously substituted for Karol Rathaus, while on leave. 
333Qabriel Fontrier, "Music on Long Island," Long Island Sunday Press, May 13, 
334Jbid. 
I happened to have known Leo Kraft. I had played his 
compositions. He's the one who introduced me to Boris 
Schwarz. I came for an interview, and Boris Schwarz was 
very much interested in having a string quartet; especially a 
cellist. So, that was it. That's exactly what they were looking 
for and I had the qualifications. 335 
147 
Kouguell performed as assistant principal cellist with the Baltimore 
Symphony Orchestra in 1948. He also served as principal cellist with 
National Orchestral Association, the Musica Aeterna Orchestra and the 
Clarion Music Society of New York. 336 His recording credits include 
Columbia, Monitor, CRI, and others. Along with his music degrees, 
Kouguell also holds a master's degree in comparative literature from 
Columbia University.337 
After Kouguell's addition to the Music Department, Schwarz 
organized the first New•York City faculty resident string quartet at a city 
college in the fall of 1951.338 Initially, Kouguell's duties involved teaching 
beginning strings, music appreciation, rudiments of music, and other 
courses~339 The quartet gave its initial concert on November 16, 1951. 
Original members of the Faculty String Quartet were Boris Schwarz as 
first violin, Albert Mell, second violin, Alfonson Cavallaro, viola, and 
335Alexander Kouguell, faculty member, interview with the author, March 26, 
2011. 
336Ibid. 
337Jbid. 
338Qabriel Fontrier, "String Quartet Formed." Long Island Sunday Press, 
November 4 , 1951. 
339Kouguell, interview. 
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Alexander Kouguell, cello.340 This ensemble frequently performed during 
the semiannual faculty recitals and at other venues on and off campus. 
Figure 6-8. Alexander Kouguell-Faculty Cellist, circa 1950. 
Aaron Copland School of Music Archives 
340Qabriel Fontrier, "String Quartet Formed." Long Island Sunday Press, 
November 4, 1951. 
Figure 6-9. The Faculty String Quartet at its Founding in Preparation for its 
November 16, 1951 Premier Performance. 
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Left to right: Boris Schwarz, Alexander Kouguell, Alfonson Cavallaro, and Albert Mell 
Aaron Copland School of Music Archives 
The Faculty String Quartet quickly became an important ensemble 
within the Department. Shortly after its formation, in 1953, violist Carl 
Eberl replaced Alfonson Cavallaro, who chose not to renew his 
contract,341 and lecture recitals by the Quartet became a part of the 
Department's curriculum. Alexander Kouguell explained: 
The Faculty String Quartet was very important. They were 
regular courses. Students took them for credit and it was 
341Kouguell, interview. 
listed in the catalogue just like all the other courses and they 
were very successful. Basically, the Quartet served two 
functions: 1) as performing group and 2) as an addition to 
the curriculum. You know, there were lecture recitals; we 
played the quartet and each one of us had a chance to 
lecture. Each one was responsible for a quartet. So, as I said, 
the others just sat there while one of us lectured. And, the 
beauty of this thing is that we could illustrate the passages 
and then eventually play the whole work. The Quartet also 
performed off campus. We gave a broadcast on WNYC. In 
those days, they didn't have tapes or anything. We used to 
go down to the station and do live performances and we 
played in town; in various places. 342 
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On Saturday March 15, 1953, The String Quartet performed a broadcast 
recital over the WNYC radio network that featured Rathaus' Fourth String 
Quartet. Rathaus composed the work in 1946 and received its premiere 
performance in 194 7 with the New Music Quartet at a concert sponsored 
by the Intemational Sodety of Contemporary Music (ISCM). Other 
ensembles that performed the work following its debut include the 
Paganini String Quartet and the Bastian String Quartet. 343 Other works 
performed by the Faculty String Quartet on this broadcast recital were 
the Tartini Sonata A Quatro in G Major and Joaquin Turina's, The Prayer 
ofthe Bullfighter, written in the early 1920s.344 
342Jbid. 
343Qabriel Fontrier, "Getting Ready" Long Island Sunday Press, 1953. 
344Jbid. 
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Figure 6-10. The Queens College Faculty String Quartet, circa March 6, 1953, Studying 
the Score of Rathaus' Fourth String Quartet in Preparation for their WNYC Broadcast 
Recital. Seated are left, Boris Schwarz, director of the Quartet, Karol Rathaus. Standing 
left to right are, Albert Mell, violinist; Carl Eberl, violist (who replaced Alfonson 
Cavallaro), and Alexander Kouguell, cellist. 
Courtesy of Alexander Kouguell 
The Orchestral and Choral Societies ( 1949-1956) 
During this period, both community groups maintained their 
yearly performance schedules and presented an array of works of diverse 
genres. Boris Schwarz was the featured soloist on Max Bruch's Concerto 
for Violin and Orchestra in G minor with the Orchestral Society during its 
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December 1 and 2, 1950, performances. For the spring recital of 1951, 
the orchestra featured soprano Valier Lamoree, who Arturo Toscanini 
chose to sing a supporting role in the radio-concert performance of 
Verdi's Othello by the NBC Symphony in 1947.345 Lamoree sang arias 
from Mozart's Don Giovanni, Verdi's La Traviata, Debussy's L'Enfant 
Prodigue, and a song by Sergei Rachmaninoff. 346 
Figure 6-11. Soprano Valerie Lamoree rehearsing with the Queens College Orchestral 
Society for the November 30 and December 1, 1951 concerts. Chairman Boris Schwarz 
conductor. The violinists at left are Peter Marcuse and faculty member, Albert Mell. 
Aaron Copland School of Music Archives 
The twenty-second and twenty-third concert seasons of 1952 
featured Alexander Kouguell on the cello, performing the Concerto for 
345Qabriel Fontrier, "Rehearsing," The Long Island Sunday Press, November 25 , 
1951. 
346Jbid. 
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Cello and Orchestra by Bocherini. Two associate conductors, faculty 
members Albert Ligotti and newly appointed faculty member, Saul 
Novack ( 1952), also became a part of the Orchestra during this time. As a 
further contribution to the community, the Orchestral Society 
established a Young People 's Concerts Series, which also began in 1952. 
These annual concerts for elementary children received the approval of 
the Board of Education and the cooperation of District Superintendents 
and Parent-Teacher Associations. These events included Dr. Paul 
Holtzman, faculty member of the College's Speech Department, as 
narrator.347 
The Orchestral Society Award continued to feature music students 
of the Department. Winners during this period who subsequently became 
faculty members included Ronald Roseman, oboe soloist for the thirtieth 
and thirty-first concert seasons of 1954 and an eventual member of the 
New York Philharmonic; and co-winners, Drora Barkai [Pershing] and 
Morey Ritt. The 1955 concert season featured Barkai in Beethoven's 
Concerto No.1 for Piano and Orchestra and Ritt playing Beethoven's 
Concerto No. 3 for Piano and Orchestra. 348 
347Queens College Orchestral Society: Tenth Anniversary Commemorative 
Booklet, 1956. New York: Queens College Archives, 7. 
348Jbid., 36. 
Figure 6-12. Queens College Orchestral Society Program for the 
April 22 and 23, 1955 Concerts: 
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Boris Schwarz conducted which featured the co-winners of the Orchestral Society 
Award who later became faculty members: Drora Barkai [Pershingl and Morey Ritt 
Aaron Copland School of Mus!c Archives 
The Choral Society became a venue for future choral conductors to 
perfect their skills by allowing student-conductors to direct weekly 
sectional rehearsals. As students refined their conducting skills, they 
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also learned about efficient rehearsal techniques and acquired knowledge 
regarding choral performances.349 Students sometimes conducted in 
performance. Herbert Grossman, for example, conducted the 
performance for the tenth annual spring concert on Friday, May 11, 
1951. 
349Bell, 4. 
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Figure 6-13. Program Cover of Tenth Annual Choral Society Spring Concert. Friday 
Performance Conducted by young Herbert Grossman. Friday May 11, 1951. 
Aaron Copland School of Music Archives 
Castellini continued to seek opportunities to broaden the choir and 
community's musical horizon during this period. Because of his deep 
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commitment, he was awarded a Ford Foundation Fellowship for thel951-
1952 academic year to travel to Italy and research fifteenth-to 
seventeenth-century choral music appropriate for college and community 
choruses.350 Prior to his departure, the choir presented him with a 
dinner of appreciation on May 23, 1951. 
In 1950, the Choral Society commissioned an oratorio by Karol 
Rathaus titled Diapason, based on texts by poets John Milton and John 
Dryden. The work was dedicated to Castellini and the Choral Society and 
received its premiere performance on May 17, 1952 at the Hunter College 
in Manhattan. Rathaus began composing Diapason while on a sabbatical 
leave in Italy and completed the work in 1951.351 Faculty member and 
Long Island Sunday Press Music columnist Gabriel Fontrier commented 
on the work, stating: 
The 20th century has not produced many major choral 
works ... Stravinsky's Symphony of Psalms, William Walton's 
Belshazzer's Feast, and Honneger's King David are three of 
the better known works ... lt is an honor for our musical 
community that one of the major choral works of the 20th 
century [Diapason] was completed here and given its world 
premiere by our own groups. 352 
The choir's spring 1956 performance marked a significant 
milestone in its history. The performance commemorated its 15th 
anniversary. The major work performed for the anniversary performance 
3sozazula, 6 . 
3SIQabriel Fontrier, "Queens College to Honor Late Professor Rathaus." The Long 
Island Sunday Press, November 18, 1956. 
352Jbid. 
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was Mozart's Requiem Mass that featured Valerie Lamoree, soprano; 
Beatrice Krebe, contralto; Donato Bracco, tenor; and Leon Lishner, 
bass.353 The first half of the performance, also conducted by Castellini, 
featured performances by the College Orchestra and the choir, which 
performed a cappella music sung from four different stylistic periods. 
Contemporary selections on the program included compositions by 
faculty member Joseph Goodman (appointed in 1952) and French 
composer, Darius Milhaud. French horn student David Sprung 
performed solo French horn in Rathaus' Chorus Iphigenia in Aulis.354 See 
table 6-4 for works performed by the Choral Society during the 1950-
1956 season. 
Figure 6-14. John E . Castellini, Director of the Choral Society at rehearsal, Berte 
Goapere, Soprano soloist and Abe Rosen, Harpist. Circa 1956 
Aaron Copland School of Music Archives 
353Qabriel Fontrier, "College Choral to Offer 15th Spring Concert," Long Island 
Sunday Press, May 13, 1956. 
354Jbid. 
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Table 6-4 
Works Sung by the Choral Society from 1950-1956.355 
Year Date Program 
1950 May 19 , 20 "Credo" and "Agnus Dei" Mass in B Minor (J.S . Bach) 
Dec 15, 16 Messiah (Handel) 
1951 May 11, 12 Gloria (Vivaldi) 
Requiem Mass (Mozart) 
Dec. 14, 15 Messiah (Handel) 
1952 May 17 Diapason (Rathaus) (World Premiere Performance) 
Dec. 19, 20 Messiah (Handel) 
1953 May 9 Sinfonia in F Major (Sammartini) 
Te Deum Laudamus (Scarlatti) 
Diapason (Rathaus) 
Dec. 18, 19 Messiah (Handel) 
1954 May 14, 15 Elijah (Mendelssohn) 
Dec. 16, 17 Messiah (Handel) 
1955 May 20, 21 Mass in G Major (Schubert) 
Dec 16, 17 Messiah (Handel) 
1956 May 18, 19 Requiem Mass (Mozart) 
Dec. 14, 15 Messiah (Handel) 
The above six-year repertoire for the Choral Society reflects works 
of varied composers; however, one might interpret the absence of larger 
19th century works by composers such as Wagner, with anti-Semitism 
associated with the World War II era and modem anti-Semitic myths 
regarding the relationship between Jews and art postulated by 
Wagner.356 As a campus comparable to Hunter College's heavily Jewish 
Jsszazula, 20. 
356James Loeffler, "Richard Wagner's "Jewish Music:" Anti-Semitism and 
Aesthetics in Modern Jewish Culture," Jewish Social Studies 15, no. 2 (Winter 2009): 
pp. 2-36. 
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population,357 one might conceivably conclude that the Queens College 
Choral Society's abstinence might have been influenced by the 
sentiments of the time. 
In his essay, Judaism in Music, Wagner asserted: 
Jews have no authentic culture of their own ... Jews have produce 
no great modern artists, and this collective aesthetic deficiency is 
especially noticeable in the realm of European music, where they 
represent a negative spiritual force of materialist capitalism and 
cultural impurity.358 
Wagner's 19th century views reflected an ideology against Jews that 
persisted m Nazi Germany. Starting in the mid- 20th century, many 
Israeli musicians refused to perform Wagner's music. Moreover, scholars 
have wondered to what extent Wagner's anti-Semitic views impacted 
nineteenth-century composers.359 
Rathaus Honored Through Performance 
A broadcast concert to honor the memory of Karol Rathaus took 
place on the College campus on Wednesday, November 21, 1956. The 
broadcast was a pre-recorded performance of Rathaus' oratorio, 
Diapason, which became widely regarded as "having a positive effect on 
357Edward S. Shapiro, "World War II and American Jewish Identity," Modem 
Judaism 10, no. 1 (Feb. 1990): 77. 
358Loeffler, 3. 
359Jbid. , 3 . 
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the musical stature of the community."360 The live performance on that 
day featured two works composed by Rathaus. The faculty String Quartet 
performed Rathaus' Fourth String Quartet, Op. 59 and Berkowitz (former 
student of Rathaus) performed Rathaus' Kujawiak from "Three Polish 
Dances." The remainder of the concert featured Beethoven's Elegiac 
Song, Op. 118, with the Queens College Choir and String Quartet under 
Castellini's directions. The Kujawiak was composed in memory of 
Paderewski and was a work commissioned for a collection of piano pieces 
written as tributes to the great Polish pianist and statesman.361 This 
performance marked the first of many memorial concerts given 
throughout the history of the institution in honor of the late composer. 
Figure 6.15 shows the 1956 concert program in memory of Rathaus. 
360Qabriel Fontrier, "Queens College to Honor Late Professor Rathaus." The Long 
Island Sunday Press, November 18, 1956. 
361Jbid. 
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Figure 6-15. Program of Concert In Memory of Karol Rathaus (1895-1954). Performance 
by the Queens College Faculty Quartet, Sol Berkowitz, and the Queens College Choir. 
Wednesday, November 21, 1956. 
Aaron Copland School of Archives 
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The Appointment of Luigi Dallapiccola 
Under Schwarz's chair, the Music Department considered an 
extensive list of prominent American and European composers to replace 
Rathaus.362 As a result, the Department eagerly sought to appoint the 
prominent Italian composer Luigi Dallapiccola to the staff for the 1956-
1957 academic year. The faculty felt strongly about choosing 
Dallapiccola because he held an international reputation as one of the 
great creative personalities in contemporary music. 363 Dallapiccola was 
widely respected as an inspiring teacher and many young Americans, 
mainly Fulbright recipients, traveled to Florence, Italy to study with 
him.364 He also taught composition at Tanglewood in New England for 
two summers and Schwarz stated the following in his recommendation 
for Dallapiccola's appointment: 
Mr. Dallapiccola's coming to the United States will be 
valuable over and beyond his teachings. The presence, in our 
midst, of such an eminent personality cannot fail to enrich 
and stimulate this musical life of our entire eastern region, 
for he combines the great European musical tradition with 
its most forward-looking aspirations.365 
362Application for United States Government Travel Grant. Initiated by Boris 
Schwarz on Luigi Dallapiccola's behalf, January 17, 1956. Aaron Copland School of 
Music Archives. 
363Ibid. 
364 Petition for Permission to Import Nonimmigrant Aliens, United States 
Department of Justice, Immigration and Naturalization Service, 1956. 
365Boris Schwarz, Letter from in support of Dallapiccola's appointment, May 31, 
1956. Aaron Copland School of Music Library Archives. 
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The proposed salary for Dallapiccola's tenure was set at $5,375 and his 
position was classified as: "Teacher of composition and allied subjects in 
the Department of Music for one semester."366 The BHE required several 
letters of recommendation as part of the process for Dallapiccola's 
appointment to the Music Department. Schwarz asked composers Roger 
Sessions of Princeton University and Aaron Copland to write on 
Dallapiccola's behalf. Figure 6.16 is a letter written by Schwarz soliciting 
a letter of recommendation from Aaron Copland for Dallapiccola's 
appointment on April 5, 1956. 
366Petition to Accord an Alien First Preference under the Quota: United States 
Department of Justice, Immigration and Naturalization Service, 1956. 
Kr. Aaron aoplam 
Shady :tane Farm 
Ossining, N• York 
De:ar Mr.. Cop]A~ t 
We are planntng to appoint vr. tlligi Dallaptccola aa a 
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teacher of composition ror the aoad•ic- .~ l$;56·;~tr:. · 'l'ht :So~d 
of Higher Edueatian r~quires the . .tll$lg ot> ~y~ll~~t'~· of 
re~ammendat-ton. Sin.ce ~. :O.Ua.pio~o~ h-.. ~;usllt.: :a~' .1angl,ewo<Kl 
f'Qr two summe. · ·.rs .. :r am.· . tald:ng t b• . ltb.-tt . e>~ a~*~;:t~ <r~ ··.· · _ sta. ,. _t•·.· . · 
Illent conce~n:tng Mt'• palla·piocop aa ._. t.ea.<tb~-i .-:U~. ~u· pe~$®;. 
Your opinioo w::Ul b:e df.feply apPraei&~cl.. · : ' · · · · · 
With k:tnderl pel'aont.l regards, I -
Sinoe:eel:t Y:e!A'a, 
B.Dl"ia Sc~ •. ~Obat•n 
DeJ:&rtment ot llun~·•, ·· 
Figure 6-16. Letter to Aaron Copland written by Boris Schwarz soliciting 
recommendation for Luigi Dallapiccola's appointment to the Department of Music. 
April 5, 1956. 
Aaron Copland School of Music Archives 
Dallapiccola's arrival was met with great excitement not only by 
the College at large, but by also the entire East coast. The Philadelphia 
Art Alliance sought to arrange a special performance with him upon his 
arrival. The music editor of Theodore Presser, representing the 
Philadelphia Art Alliance (and a composer himself) consulted Castellini 
regarding this matter. 
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OLIVI!R OITSON CO. THE JOHN CHURCH ·CO. 
THEODORE 
GEORGE ROCHBERG 
Mu,ic Editor 
Mr. John E. Castellini 
9 Brook Lane 
Great Neck, Long Island . . 
New York 
Dear Mr. Castel.l.in:l.! 
PR.E,S-SER CO. 
--4~P~ 
Bryn Mawr, Pennsylvania 
Yesterday at a meeting of" the music. committee o~ the 
Phi1.adel.phia Art Al.l.iance :it was decided that, since Luig;l. 
Dal.lap;iccol.a woul.d be in the United Statee during the 1956-57 
season, he shoul.d be invited to Philadelphia and _a performance 
of some of his work should be arranged. 
I am writing to ask you if you know approximately-
when he is 'expected to arrive in the States to ta,ke lip ,his 
duties at Queens College. If I could have word from you on 
this before the second week in June I woul.d appreciate it ver.;y 
much. 
I hope everything goes well. I was glad to hear that 
you wanted to try my setting of the 23rd Psal.m • 
. With aJ,..1. good wf.sl_J.es, 
. ,,:, ~~r~·@·_, 
~;Ro~~~ 
Music F.ditor 
GR:hb 
Figure 6-17. Letter from George Rochberg, Music Editor for the Theodore Presser Co. 
Music Publishers hoping to engage Dallapiccola upon his arrival. May 10, 1956 
Aaron Copland School of Music Archives 
Figure 6-18. Luigi Dallapiccola, circa 1956 
Aaron Copland School of Music Archives 
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Figure 6-19. Manuscript score of Dallapiccola's Piccola Musica Nottuma: arranged by the 
composer for Queens College 
Courtesy of George Sturm 
Queens College Music Library 
Figure 6-20. Dallapiccola's signature on the score which reads: "a gli amici del Queens 
College ho ripen sa to questi suoni notturni con nostalgia" [to my friends at Queens 
College, I remember our nights with fondness] 
Queens College Music Library 
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Castellini's Return (1956-1958) 
The reason for Castellini's return as chairman for another term is 
not clear. Nonetheless, his second tenure began just prior to the College's 
20th anniversary. Queens College President Theobald left to become 
Superintendent (Chancellor) of the New York City Public Schools the 
following year and Dr. Harold W. Stoke, former Dean of the New York 
University Graduate School of Arts and Sciences, accepted the position 
as third President of the College.367 
Castellini's reputation as a distinguished conductor and 
accomplished composer was already evident when he began his initial 
tenure with the faculty in 1938. His early conducting career began as 
director in a church choir in his native city of Cincinnati. Thereafter, his 
musical interests also included composition, which led him abroad for 
further studies during his return into the chairman's position. 368 
Castellini taught an array of music courses during his first 
nineteen years with the Department of Music. At the Department's 
founding, he had organized the Glee clubs and the A Cappella Choir, 
which richly enhanced the musical environment on the Campus and 
continued to thrive during his second reign as chair. Under his 
leadership, the Music Department continued tackling hardships during 
367Jbid. 
368Qfficial Program, May 23, 1951. Program of Testimonial Dinner in Honor of 
John E. Castellini. Aaron Copland School of Music Archives. 
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and after the post-war era and strived to continue to elevate standards 
and a number of its services to students and the community at large. In 
spite of his many obligations within the Music Department, Castellini 
found time to continue his composition work. Performances by the 
College orchestra and faculty, as well as various radio broadcasts, 
provided numerous venues for his work well into his second reign as 
chair.369 
Additions to the Curriculum under Castellini 
Dallapiccola initially taught two new courses 1n the Music 
Department. The courses were Music 18 (Twentieth Century Music I) and 
Music 19 (Twentieth Century Music II). Additionally, a new course, Music 
38 (The Concerto) was added under the history and music literature 
category. Students received two credits and met for two hours per week 
for the Dallapiccola courses, and received three credits and met for three 
hours for the new Music 38 course. Further, the 1958 bulletin indicated 
that for the first time, students began to receive credit for operatic work. 
There were two courses formulated in this area; Music 88.1 (Operatic 
Repertoire) and 88.2 (Operatic Performance). Table 6-5 lists the course 
content for all of these new curricular offerings: 
369Jbid. 
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Table 6-5 
Additional Courses-1957 -1958370and 1958-1959371 
COURSE/CONTENT 
Music 18. Twentieth Century Music I 
A critical study of music literature from the 1890's through the First World War. 
The intensification of Wagnerian romanticism found in the works of Mahler, 
Strauss and Schoenberg is compared with the Impressionism of Debussy and 
Ravel. The early compositions of Bartok and Stravinsky are studied, as well as 
other significant works of European and American composers. 
Pre: Music 2 or 4. 2 hrs; 2 cr. 
Music 19. Twentieth Century Music I 
A critical study of music literature from 1920 to the present. Atonality and 
neoclassicism, as well as other significant developments, are studied in the 
works of Bartok, Stravinsky, Prokofiev, Schoenberg, Hindemith, Copland and 
Gershwin. 
Pre: Music 2 or 4 . 2 hrs; 2 cr. 
Music 38. The Concerto 
A comprehensive study of the development of the concerto from the Baroque 
concerto grosso (Bach, Handel, Vivaldi), through the symphonie concertante and 
the solo concerto of the Classic masters (Mozart, Beethoven), the concerto of the 
Romantic era (Paganini, Chopin, Liszt, Schumann, Brahms, Tchaikovsky), and 
of the 20th century (Ravel, Prokofiev, Stravinsky, Bartok, and Gershwin). 
Pre: Music 2 or 4. 3 hrs; 3 cr. 
Music 88.1 Operatic Repertoire 
A participation course for all students interested in the study of operatic 
repertoire. Students will be coached in a wide variety of representative roles. 
Musicianship, interpretation and diction will be stressed. 
3 hrs; 2 cr. 
Music 88.2 Operatic Repertoire 
A participation course for all students interested in operatic performance. 
Specific problems of the lyric stage will be studied in detail. Scenes, acts, and 
entire operas will be staged with appropriate mis-en-scene. 
3 hrs; 3 cr. 
370Queens College Bulletin for the fall and spring sessions 1956-1957, 81, 83. 
Queens College Archives. 
371Jbid.' 1958-1959' 88. 
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Musical Activities and Events under Castellini's Second Chainnanship 
The Choral Society ( 1956-1958) 
When Castellini founded the Choral Society in 1941, he provided a 
venue for students, faculty, and community to experience music in a 
"living'' form.372 His hard work with the Society resulted in the 
development of repertoire and membership alike. The community came 
to view the annual performances of Handel's Messiah as a part of the 
community Christmas tradition and viewed the annual spring concerts-
which included great choral works such as Mozart's Requiem, Haydn's 
Creation, and Mendelssohn's Elijah-with fondness and admiration.373 
Castellini's foresight and thoughtfulness for the needs of the Choral 
Society resulted in the purchase of a large number of musical scores for 
its library.374 
The choir presented another performance of Vivaldi's Gloria and 
Haydn's Creation for its May 16 and 17 spring 1958 concerts. The 
traditional Messiah performance followed on December 19 and 20 of the 
same year. Castellini continued to expose the public to varied choral 
musical works while challenging the choir. 
372Qfficial Program, May 23 , 1951. Program of Testimonial Dinner in Honor of 
John E. Castellini. Aaron Copland School of Music Archives. 
373Jbid. 
374Jbid. 
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Faculty Performances 
Organizers of the semi-annual faculty concerts did not hesitate to 
involve Dallapiccola. His Four Poems by Antonio Machado was a featured 
work during the semi-annual faculty concert of Friday, April 12, 1957. 
This performance also included works of other faculty composers (see 
Figure 21 which lists a varied repertoire of American, Spanish, and 
German works). 
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Figure 6-21. Program of Semiannual Faculty Cdncert Featuring Dallapiccola's Four 
Poems by Antonio Machado. April 12, 1957 
Aaron Copland School of Music Archives 
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Other Performance Activities 
The entire Department's performing groups continued to enrich the 
College and thrived under Castellini's second term as chair. The Men's 
and Women's Glee clubs conducted by Fontrier, Berkowitz, and Kraft 
continued to contribute to the musical and social life of the College 
through a variety of performances throughout the campus. Similarly, the 
A Cappella Choir, under the directorship of Berkowitz and Castellini, 
emphasized unaccompanied singing and continued to perform an array 
of sacred and secular music from the Renaissance to the modern day. 
Albert Mell and Daniel Border continued to provide instrumental and 
vocal group instructions for beginning and intermediate level students, 
which included several performance opportunities such as chamber 
ensembles directed by Schwarz, Berkowitz, Castellini and Novack. 
Several College functions included participation from the bands 
and orchestras. The intermediate band led by Carl Eberl, formulated for 
students with limited experience and lacked proficiency required for the 
advanced band. The advanced band performed standard band repertoire 
and frequently presented concerts on campus. The three orchestras-
intermediate orchestra, advanced orchestra, and The Queens College 
Orchestral Society-provided students of varied instrumental levels an 
opportunity to perform symphonic works. The advanced orchestra 
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performed at official College functions throughout the academic year and 
participated in the oratorio performances given by the Choral Society.375 
The Opera Workshop became an important contribution to the 
musical scene on the College campus immediately after its founding by 
students in 194 7. This activity evolved into a course in 1949 and allowed 
students to receive college credits for their efforts. The Opera Workshop 
continued to perform two operatic performances during the spring terms. 
375Jbid.' 88. 
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The Chairmanships of Leo Kraft (1959-1961); Saul Novack (1961-
1966); Edward Lerner (1966-1968); Howard Brofsky (1968-1971) 
Figure 7-1. 
Leo Kraft 
Q.C. Archives 
Figure 7-2. 
Saul Novack 
Q.C. Archives 
Figure 7-3. 
Edward Lemer 
Q.C. Archives 
Figure 7-4. 
Howard Brofsky 
Q.C. Archives 
The1959-1971 period was a pivotal point in the history of Queens 
College and its Music Department. The effects of the Vietnam War were a 
major societal factor and impacted colleges and universities throughout 
the country.376 K. Mary and Gergen's study on the war's effect on colleges 
and universities revealed significant negative effects on the higher 
education system. The authors reported that students and faculty felt 
that the higher education system was faulty in meeting the needs of 
society. Further, the study revealed many students disengaged 
themselves from the higher education process. A breakdown of 
376K. Mary and Kenneth J. Gergen, "How the War Affects the Campuses," 
Change 3, no . 1 (Jan. and Feb. 1971): 10. 
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c~mmunication within the college community resulted in hostility on 
many campuses.377 At the Queens College campus, students participated 
in an array of student anti-war protests that included several strikes, 
walkouts, and sit-ins.378 
In an effort to respond to these challenges, Queens College 
President Harold Stoke directed a faculty committee to review the entire 
curriculum of the College to assess how the institution might better 
respond to the society's changing demands.379 Because of the review, 
President Stoke suggested that there should be consideration and 
reexamination concerning: 
... the quota of required courses; the amount of elementary 
work and work too closely paralleling that of the high 
schools; the present uniformity in the requirements for the 
Bachelor of Arts degree; and, the common elements 
believed essential to a liberal arts education. 380 
On the basis of the faculty committee's analyses and Stoke's 
considerations, the faculty committee suggested-during the 1962-1963 
academic year-a plan that called for a reduction of overall college 
credits, flexibility in the required part of the curriculum, and permission 
for students to take advanced and free electives. This plan was ratified by 
377Jbid. 
37BHoward Brofsky, interview with the author, May 3 , 2011. 
379Cogan, 42. 
380Jbid. , 44. 
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the Faculty Council and approved by the BHE, and went into effect in the 
fall of 1963.381 
Another major change at the College during this period was the 
move of the Music Department into the music wing of the newly 
constructed Charles S. Colden Center on September of 1960. The Center 
consists of five units, which stems from a semi-circular Amphitheater. 
Included in this structure are the music wing, named after Karol 
Rathaus; the 2, 143-seat Colden Auditorium, named after College founder 
Judge Charles S. Colden; and the 500-seat Queens College Theatre. The 
facility also houses a Speech and Hearing Clinic, named after Samuel 
Gertz, who was a staunch advocate in problems of speech and hearing; 
and the speech wing (Rufus King Hall), named in memory of Rufus King, 
a scholar, statesman, and orator who dedicated his life and talents to the 
people of Queens.382 A dedication ceremony for the Center followed in 
March of 1961. Figure 7-5 depicts the newly built Charles S. Colden 
Center. 
381Jbid., 44. 
382The Charles S. Colden Center of Music and Speech; Queens College. 
Inaugural Booklet, March 7, 1961, 2-3. Copland School of Music Archives. 
Figure 7-5. Charles S. Colden Center. Built to serve both 
College and Community. Circa 1960. 
Aaron Copland School of Music Archives 
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Leo Kraft 
(1922-) 
181 
Leo Kraft became chair of the Music Department during this 
significant turning point at the college. Kraft was born in Brooklyn, New 
York on July 24, 1922. He entered Queens College in 1941 and received 
a Bachelor's Degree in 1945. Shortly after his graduation, he enrolled in· 
the Department of Art and Archeology-Section of Music at Princeton 
University from October 1945 to June 194 7 and received a Master of 
Fine Arts degree.383 His employment in the Music Department at Queens 
College began in the fall of 194 7 as a substitute tutor, filling a vacancy 
for faculty member Edward Lowinsky, who also received appointed to the 
Department in fall 194 7, but immediately took a year off for a 
Guggenheim Fellowship in Italy.384 
Kraft studied composition with Karol Rathaus, Randall Thompson, 
and with Nadia Boulanger in Paris while on a Fulbright Fellowship in 
1954-55. His musical compositions include symphonic works for large 
orchestra, various works for solo instruments, and vocal and choral 
compositions. His works include The Vision of Isaiah for chorus and 
orchestra (commissioned by JoAnn Rice and Florilegium Chamber 
Choir); Jacob Wrestles With the Angel for orchestra; and Melodies from 
383Leo Kraft, alumni and faculty member, interview with author, December 30, 
2010. 
384Jbid. 
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the South for solo bassoon, written for Carrie Smelser. He also composed 
Piano Fantasy, commissioned by the Maldeb Foundation (Queens 
College) for the pianist Mimi Stern-Wolfe; The Five Winds for wind 
quintet, commissioned by the Dorian Quintet; and Flute Variations for 
solo flute commissioned by Laurel Ann Maurer.385 He also authored 
several music textbooks including Gratus: An Integrated course in 
Harmony, Counterpoint, and Analysis, 386 and A New Approach to Ear 
Training.387 In addition, he co-authored A New Approach to Sight Singing 
and A New Approach to Keyboard Harmony, all published by W.W. 
Norton. sss 
As chair, Kraft sought to continue filling the gap left by the death 
of Karol Rathaus and the eventual relocation of Edward Lowinsky in 
1956. On the composition front, Kraft engaged American composers 
Hugo Weisgall (who was also a professional conductor), George Perle, and 
Joel Mandelbaum. In music theory, he hired theorists, Charles Burkhart, 
and Roger Kamien, and in music education, David Walker.389 
Jsscomposer Leo Kraft, A Conversation with Bruce Duffie [Intemet] (accessed 
December 15, 2010) : available from http:/ jwww.bruceduffie.comjleokraft2 .html. 
3B6Leo Kraft, Gradus: An Integrated Approach to Harmony, Counterpoint, and 
Analysis: The First Year (!few York: W.W. Norton & Co., 1987). 
387Leo Kraft, A New Approach to Ear Training (New York: W.W. Norton & Co., 
1967) . 
3BBSol Berkowitz, Gabriel Fontrier, and Leo Kraft, A New Approach to Sight 
Singing, (New York: Norton & Co., 1960); Allen Brings, Leo Kraft, Charles Burkhart, 
Roger Kamien, Drora Pershing, A New Approach to Keyboard harmony (New York: W.W. 
Norton & Co., 1979); Leo Kraft, Biography from Catalog of Musical Works. Aaron 
Copland School of Music Library. 
3B9Kraft, interview. 
183 
Additionally, Kraft reduced the 15-hour teaching load of music faculty 
members to 13 hours390 and started the first Master's degree program in 
Music at Queens College upon the College's merger with CUNY in 1961. 
Music faculty member Saul Novack designed this Master's program.391 
The Reappointment of Luigi Dallapiccola 
A push by members of the Music Department for the return of Luigi 
Dallapiccola began at the very end of Castellini's second term as chair on 
October 7, 19 58.392 This effort was realized shortly after Kraft began his 
chairmanship in the spring semester of 1959. The BHE reviewed the 
recommendation documents initiated by Castellini for Dallapiccola's 
reappointment and informed the College's President, Harold Stoke on 
January 13, 1959 (Kraft's first month as chair) that the approval was 
granted and all required legal documents should be processed.393 
Dallapiccola initially corresponded with Kraft regarding matters 
concerning status of acquiring visa, passport, and other necessary 
documents required by the Immigration and Naturalization Service on 
390'fhe fifteen-hour teaching load had been a mandatory requirement for all 
faculty members. 
391Kraft, Intetview. 
392John Castellini, Application-Recommendation for New Appointment, Form E. 
Queens College Board of Higher Education New York City, October 7, 1958. Copland 
School of Music Archives. 
393Arthur H. Kahn, Supetvising Attomey for the BHE, Letter to Harold W Stoke, 
President of Queens College, March 13, 1959. Copland School Of Music Archives. 
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March 2, 1959.394 In a March 5, 1959, letter to Arthur Khan, Supervising 
Attorney of the Board of Higher Education, Kraft expressed to Khan his 
• 
eagerness for Dallapicolla's reappointment (see Figure 7-6). 
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Figure 7-6. Letter to Supervising Attomey, Arthur H. Kahn of the Board of Higher 
Education by Leo Kraft. March 5, 1959. 
Aaron Copland School of Music Archives 
394 Luigi Dallapiccola, Statement sent to Leo Kraft, March 3, 1959. Copland 
School of Music Archives. 
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Dallapiccola received permission to return to the United States and 
fulfilled his reappointed assignment teaching composition in the Music 
Department from September 1, 1959 to February 1, 1960. 
Rathaus Hall Inaugural 
The dedication of the new music building occurred during the 
latter part of Kraft's chairmanship on March 25, 1961. Prior to the March 
25 inaugural festivities for the music wing, dedication exercises for the 
Colden Auditorium took place on the moming of March 7, 1961, and 
featured the Queens College Choir under the directorship of John 
Castellini. A special dedication concert by the New York Philharmonic 
Orchestra took place that evening and included The Marche Solf!nelle by 
Tchaikovsky, especially chosen for the performance because the piece 
was previously featured for the dedication of Carnegie Hall in 1891.395 
The opening of the Colden Center provided an opportunity for community 
involvement in the arts during difficult times. See Figure 7-7 for the 
dedication concert program. 
39SThe Charles S. Colden Center of Music and Speech; Queens College. 
Inaugural booklet, March 7 , 1961-March 25, 1961. Copland School of Music Archives. 
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Figure 7-7. Program of the Dedication Concert for the 
Charles S. Colden Auditorium 
Featuring the New York Philharmonic Orchestra. 
March 7, 1961. 
Aaron Copland School of Music Archives 
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The dedication programs for the Speech and Hearing Center took 
place during the afternoon of March 8, 1961, and for the Rufus King Hall 
and the College Theater on the evening of March 11, 1961.396 Kraft, in 
conjunction with the Karol Rathaus Memorial Association,397 organized 
the inaugural concert for the music wing. The performance included 
Luigi Dallapiccola's Piccola Musica Nottuma and Vittorio Riet's D. H. 
Lawrence Songs. The Queens College Choral Society commissioned these 
two works for the College's festival academic year and the Choral 
Society's twentieth anniversary.398 Frederic Prausnitz, distinguished 
conductor from the Juilliard School, led the Dallapiccola work, which 
featured faculty members, Sol Berkowitz (Celesta), Albert Mell (Violin), 
Myron Rosenblum (Viola), and Music Department alumni, Howard Rosen 
(Clarinet) and Deborah Feinsmith (Oboe). Student performers were Paul 
Dunkel (Flute) and Amy Platt (Cello). Special guest performer, Diane 
Comins, performed the Harp part for this piece. Aida Lessard (soprano), 
with John Lessard (piano) performed the Rieti songs. Additionally, the 
Phoenix String Quartet gave a first performance of the Second String 
Quartet composed by Kraft. Boris Schwarz and Phyllis Rappeport 
396Ibid. 
397The unincorporated Karol Rathaus Memorial Association was established in 
1954 to encourage the publication, performance, and recording of works by Rathaus 
and to embrace ideas which were dear to him during his tenure in the Music 
Department. It was succeeded by the formally incorporated Karol Rathaus Memorial 
Association in New York State in 1956. 
398Gabriel Fontrier, "Rathaus Hall Inaugural Saturday," Long Island Sunday 
Press, March 19, 1961. 
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performed Rathaus' Second Piano-Violin Sonata. Rappeport was a 
distinguished pianist and alumna of the Music Department. The Queens 
College Choir, under the directorship of John Castellini, sang Rathaus' 
Rondeau, Berkowitz' Drinking Song and Gabriel Fontrier's Paragraph 
Two. 399 The 1961 dedication semester of the Ch~rles S. Colden Center 
included a variety of events in all five wings of the Center. See Figure 7-8 
for the calendar of events during the dedication semester. 
399Jbid. 
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Figure 7-8. 1961 Dedication Semester Calendar of Events for the New Charles S . Colden 
Center. 
March 1961 
Aaron Copland School of Music Archives 
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Curriculum under Kraft 
Courses and requirements for the concentration 1n mus1c 
continued to expand under the various chairs. During Kraft's chair, 
undergraduate music majors under the music education category who 
sought to teach music in public schools were required to take Music 170 
(Conducting II). In addition to achieving a passing grade on the Senior 
Comprehension Examination as a continued requirement for graduation, 
the vocal and instrumental progress of all music majors were also 
evaluated through a progress-evaluation adjudication format during the 
sophomore and junior years, whereby each student performed for a two-
member faculty committee. 
Additionally, music majors were required to pass a comprehensive 
listening examination in music literature based on a selected list of 
works divided into four parts and taken successively at the end of each 
year of study.4oo This initiative correlated with the music education as 
aesthetic education philosophy that advocated for preparing students to 
identify and react to music as an art form. Faculty member Barry Brook 
indicated, " .. . We have tried to fashion as comprehensive a list of 
significant Western art music as possible ... from Perotin to Dallapiccola, 
400Queens College Bulletin, 1959-1960, 84-85, Queens College Archives. 
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from madrigal to mus1c drama ... "401 The prem1se of this philosophy 
strives to "educate [students'] feelings and evoke m them aesthetic 
experience."402 Music educators who advanced this philosophy include 
Charles Leonhard and later, Bennett Reimer. 
Several faculty members began to embrace the theories of Heinrich 
Schenker after the appointment of Saul Novack-a Schenkerian 
theorist-to the faculty. According to Plum and Drabkin, unlike 
traditional harmony and counterpoint: 
Schenkerian analysis is commonly viewed as a way of 
approaching music from two directions: from the foreground 
(the score of the complete piece) to the background and 
ultimately to the single underlying structural chord, through 
a series of levels representing the successive 'reductions' of 
the piece; and also the reverse process by which the 
foreground in determined from the background by the 
application of a number of 'prolongations,' at different levels, 
to a basic tonal framework. 403 
In this approach, one strives to look beyond the surface of a piece and 
understand its connection with a wider perspective. Willner explains: 
Schenkerian analysis seeks to trace the reasons why a 
composition proceeds as it does, to uncover the artistic 
intent that governs the course of its structure. Often, this 
has to do with motivic events realized over large spans of 
401Barry S . Brook, "Jousting for Queens or Retum to the (Music) Lists," College 
Music Symposium, 4 (Fall1964): 28. 
402Marie McCarthy and J. Scott Goble, "Music Education Philosophy : Changing 
Times," Music Educators Joumal89, no. 1 (Sept. 2002): 21. 
403Karl-Otto Plum and William Drabklin, "Towards a Methodology for 
Schenkerian Analysis," Music Analysis 7, no. 2 (July 19898): 143. 
time-extended hidden repetitions, concealed enlargements, 
successive expansions of thematic ideas.404 
192 
Newly appointed faculty member Roger Kamien was a Schenkerian 
theorist and naturally gravitated towards faculty members who embraced 
this approach. Prominent and distinguished composer, George Perle, 
primarily taught composition, but supported the Schenkerian ideas 
during his initial appointment under Kraft. Although Kraft did not teach 
Schenkerian theory, he was also interested and sympathetic toward the 
approach.405 
Other notable curricular expanswn under Kraft's chair included 
advanced and elective courses in history and music literature. Music 37 
(Twentieth Century Opera) for instance, began to be offered during the 
1960-1961 academic year. Additionally, music analysis courses 171 and 
172, previously titled Harmonic and Polyphonic Analysis, acquired a new 
titled during the 1961-1962 academic year and was designated as 
simply, Analysis I and II and reflected a modified course content (see 
table 7-1 for the content of these course offerings). 
404Channan Willner, "Introduction to Schenkerian Analysis by Allen Forte; 
Steven E. Gilbert," Notes, Second Series 41, no. 2 (Dec. 1984): 269 . 
405Charles Burkhart, former faculty member, interview with author, March 23, 
2011. 
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Table 7-1 
New Courses-1960-1962406 
COURSE/CONTENT 
Music 37. Twentieth Century Opera 
A detailed study of the various trends and techniques that have influenced the 
leading composers of the lyric theatre from 1890 to the present. The composers 
whose operas will be played and discussed in class will include: Puccini, 
Debussy, Richard Strauss, Berg, Stravinsky, Prokofiev, Britten, Dallapiccola, 
Kurt Weill, Poulenc, Gershwin, and Menotti. 
Pre. Music 2 or 4. 3 hrs.: 3 cr. 
Music 171, 172. Analysis I and II 
Detailed analysis of selected examples of music literature from the 16th century 
to the present for the purpose of giving the students an insight into the 
principles of musical organizations and coherence. During the first semester, 
basic principles of thematic design, tonal structure and the simpler forms are 
treated. The second semester is devoted to the larger genres, such as sonata-
allegro and the fugue, as well as special problems and techniques, such as 
twelve-tone composition. 407 
Pre. Music 54 for Music 171; Music 171 for Music 172.2 hrs. 2 cr. each sem. 
Musical Activities and Events under Kraft 
With the move to the newly constructed Colden Center under 
Kraft's chair, all performing activities were now centrally located. The 
performance space in the Rathaus Hall music wing-known as "M -11 "-
provided the opportunity for the faculty string quartet to conduct the 
Beethoven quartet classes with a larger student body. Other performance 
activities such as the A cappella choir, the Glee clubs, college orchestra, 
406Queens College Bulletin, 1960-1961 and 1961-1962, Queens College 
Archives. 
407Title change from Harmonic and Polyphonic Analysis for this course included a 
change in content area from an insight into the fundamental principles of musical 
organization and structure to a more in-depth analysis of music literature from the 16th 
century to the present. 
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and small ensembles also rehearsed and performed in the M-11 
performance space or in the three-hundred seat theater. The larger 
ensembles such the Orchestral Society and Choral Society met on the 
Colden Auditorium stage. Additionally, the Opera Workshop was now 
able to utilize the theater for various opera productions.408 
Figure 7-9. The Charles S . Colden Center (North East Side) 
The 300-Seat Theater (Student Rehearsal) 
M-11 Rehearsal & Performance Room (Rathaus Hall-Music Wing) 
March 1961 
Aaron Copland School of Music Archives 
408Morey Ritt, interview with author, March 21, 2011. 
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The Choral Society (1959-1961) 
By the time the Choral Society had reached its 20th anniversary 
milestone in 1961, the choir had acquired and provided the Music 
Library with numerous copies of over twenty major choral works 
including Bach's B Minor Mass, Handel's Messiah, Haydn' Creation, and 
Mozart's Requiem.409 Additionally, the choir provided 25 single copies of 
other · choral works to the music library. The complete scores and 
orchestral parts for another 20 choral works were also donated, as well 
as several musicological books, collected works editions 
(gesamtausgabe), and Monuments of Fine Music (denkma.ler). These 
included the Barenreiter edition of Bach's Complete Works, 20 volumes of 
William Byrd: the Collected Works, 36 volumes of The English Madrigal 
School, and many essential musical reference books and scores.410 The 
choir also provided awards for composition students, scholarships for 
music students, varied equipment for the Music Department, and choir 
robes for the Department's student choir.411 
On April 5, 1961, the Choral Society honored Castellini with a 
testimonial dinner. This event was attended by hundreds of past choir 
members, civic leaders of the Long Island community, and many 
musicians and educators. In honoring Castellini for his two decades of 
409Bell, 4 . 
410Jbid. 
411Jbid. 
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service, the choir, College, and community also honored two decades of 
Long Island's musical development.412 
The newly built Colden Auditorium became the Choir's new home 
for rehearsals and performances. Shortly after the dedication of Colden 
Center, the Choir gave performances in the auditorium on May 12th and 
13th, 1961, and the Center also featured the twentieth annual 
performance of Messiah by the Society in its December 16th and 17th, 
1961 concerts.413 
Figure 7-10. The Queens College Choral Society 
Performing in the new Colden Auditorium 
May 1961 
Queens College Special Collections and Archives 
412Qabriel Fontrier, "Choral Society to Honor Castellini," Long Island Sunday 
Press, April 2 , 1961 . 
413Zazula, 7. 
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Table 7-2 
Works Sung by the Choral Society from 1959-1961.414 
Year Date Program 
1959 May 15, 16 Passion According to St. Matthew (J.S. Bach) 
1960 
1961 
Dec. 16, 19 Messiah (Handel) 
May 6, 7 Domine Ad Adjuvandum Me Festina (Martini) 
Requiem Mass (Mozart) 
Dec. 16, 17 Messiah (Handel) 
May 12, 13 Diapason (Rathaus) 
Dec. 15, 16 Messiah (Handel) 
Saul Novack 
(1918-1998) 
Saul Novack was born in New York City m 1918. He received a 
Bachelor's degree from the City College of New York in 1939 and a 
Master's degree from Columbia University in 1941. He served as an 
assistant conductor to Fritz Stied:ry of the New York Metropolitan Opera 
in the 1940's.415 Novack began his tenure in the Music Department in 
1952 and served as an associate conductor of the Orchestral Society.416 
Novack was a music theorist who possessed a keen ability for 
creating educational programs and institutions.417 After his 
chairmanship of the Music Department, he served as Dean of the 
Division of the Arts and Humanities of the College from 1978 until 1982. 
4 14Zazula, 21 . 
4150fficial Program October 8, 1998, Program of Gala Concert in Memory of Saul 
Novack. Copland School of Music Archives. 
416Queens College Orchestral Society: Tenth Anniversary Commemorative 
Booklet, 1956. New York: Queens College Archives, 7. 
417Qala Concert Program, Novack, October 8, 1998. 
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Novack appointed several prominent and influential figures to the music 
faculty including Austrian-American music theorist Felix Salzer, music 
education and Queens College alumnus Lawrence Eisman, who 
eventually became chair, and composer Allen Brings. He also introduced 
Schenkerian theory into the curriculum and was responsible for 
establishing the bachelor's degree in musical performance (B. Mus).418 
Additionally, Novack was very influential in establishing the City 
University of New York's doctoral program in music.419 His most notable 
achievements, however, were the transformation of the Music 
Department into the Aaron Copland School of Music420 and convincing 
Queens College President Saul B. Cohen of the need for both a school of 
music and a new music facility. President Cohen, in turn, persuaded the 
City University and officials at the State level that investing in a new 
music school would be profitable in spite of the then current financial 
crises. After retiring in 1985, Novack remained actively involved with 
faculty and architects ensuring a superb music facility.421 
418Jbid. 
419"Saul Novack, 79; Nurtured Queens College Music," The New York Times, 
March 12, 1998. 
420Jbid. 
421Qala Concert Program, Novack, October 8 , 1998. 
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Curriculum under Novack 
Prior to Novack's election as chair, the theory curriculum in place 
required students to take four semesters of harmony, where 
chromaticism was introduced during the fourth semester. The fifth 
semester of theory was devoted to species-counterpoint and the writing of 
motets in the style of Palestrina. Occasionally, students were required to 
produce a setting of a Mass text such as Kyrie Eleison. 422 
Saul Novack was influential in gathering a number of faculty 
members who increasingly favored revising the theory curriculum; 
bringing it more in line with the Schenkerian approach. Although the 
entire music faculty did not support the proposal, the music theory and 
analysis curriculum revamped. Charles Burkhart was one instructor who 
favored this curriculum revision and received additional preparation in 
the Schenkerian approach from Ernst Oster and Felix Salzer. This major 
curricular change, won by a majority vote, did not reflect the application 
of a comprehensive Schenkerian method of instructing, which involves 
graphs and advanced techniques of linear prolongation, but was suited 
for fundamental theory classes.423 The new curriculum also necessitated 
a change in the text used for theory instruction. Previously, the text was 
422Burkhart, interview. 
423Jbid. 
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Roger Sessions' Harmonic Practice.424 It was replaced with Elementary 
Harmony, a book regarded as the first theory book influenced by 
Schenkerian ideas and dedicated to undergraduate training by William J. 
Mitchell. This book eventually was supplanted with the Aldwell and 
Schachter, Harmony and Voice Leading, 425 in 1979. 
The newly revised theory curriculum under Novack required the 
introduction of first and second species counterpoint already within the 
first semester in conjunction with elementary harmony. Faculty members 
who initially opposed this change were obligated to adapt to this new 
method of teaching. In Theory II, third and fourth species counterpoint 
were introduced along with additional harmony. In an effort to have 
students think more linearly, students were required to produce a two-or 
three-voice motet with text within the third phase of theory. Modulations 
and applied dominants were reserved for Theory III and more extreme 
chromaticism occurred in Theory IV. Although freedom in teaching 
methodology existed at the fifth level of theory, this level generally 
consisted of more counterpoint studies. However, the new motion 
towards species counterpoint differed and eventually included the text 
Counterpoint in Composition by Salzer and Schachter. Counterpoint 
taught during the fifth level of theory ultimately came from the first five 
424Roger Sessions, Harmonic Practice (New York: Harcourt, Brace and Company, 
1951). 
425Edward Aldwell and Carl Schachter, Harmony and Voice Leading, first edition 
(NewYork: 1979). 
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chapters of this text, which preceded the Schenkerian approach to 
counterpoint. 426 
The Schenkerian advocates in the Music Department generally 
followed a three-phase outline for Theory V. In the first phase, students 
were required to find single-voice musical compositions such as a Bach 
solo Sonata or Partita for violin or cello and after studying these works, 
were required to produce their own Sarabande or an Allemande for solo 
violin. This task necessitated thinking in a horizontal fashion as well as 
long-range connection by step and chord prolongation. In the second 
phase, students were required to write two-part inventions and the third 
phase-required students to compose a fugue, all in the style of Bach. 
Schenkerian thinking informed all work for this level. By the time 
students reached the second semester of their junior year, they were 
enrolled in the sixth level of theory (Theory VI), which was devoted to 
teaching twentieth century music.427 
Coupled with the theory curriculum was the keyboard harmony 
component and analysis. Since the inception of the new curriculum 
under Novack, faculty members formulated materials for the keyboard 
harmony lab to complement the theory courses. Five faculty members of 
the Department, Allen Brings, Leo Kraft, Charles Burkhart, Roger 
426Burkhart, Interview. 
427Jbid. 
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Kamien, and Drora Pershing, later compiled these materials into a book 
titled, A New Approach to Keyboard Hannony. The analysis component 
to the theory curriculum-previously modified-now included 
Schenkerian ideas in both sections. Novack's approach to teaching 
Schenkerian ideas in the analysis courses derived primarily from the 
bass-lines of various musical works. 428 
The revised theory instituted by Novack did not necessitate a 
change in the sight-singing component, which continued to parallel the 
first four semesters of theory. Faculty composers Berkowitz, Kraft, and 
Fontrier devised the text for this component: A New Approach to Sight 
Singing. 429 The text consisted of melodies composed solely by these 
individuals and arranged to complement work from Theories I through 
IV.430 
A new course under the category of Elective Courses in Music 
History and Literature, Music 39 (Shakespeare and Music), was added to 
the music curriculum during the latter part of Novack's chair. This two-
credit course introduced during the 1965-1966 academic year, examined 
the role of music in Elizabethan society with an emphasis on 
Shakespeare's knowledge of music and its dynamic function in his plays. 
Students also examined critical surveys of musical compositions inspired 
428Jbid. 
429Berkowitz et al. , A New Approach. 
430Burkhart, interview. 
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by Shakespeare's plays including incidental mus1c, operas, ballets, 
symphonic works, choral compositions, song setting, musical travesties, 
and other genres.431 
Musical Activities and Events under Novack 
Musical activities during Novack's five-year tenure as chair 
continued to thrive in the Rathaus Hall music wing and Colden 
Auditorium. The Queens College Choir, under Castellini's directorship, 
acquired an associate conductor: faculty member Lawrence Eisman. 
Alexander Kouguell's chamber music classes presented an array of 
performances in the Queens College Theatre. Other notable musical 
activities and events during this period included a memorable 
contemporary music concert of works by faculty members presented by 
the Music Department and the Karol Rathaus Memorial Association, a 
celebratory event for the College's twenty-fifth anniversary, and the 
Choral Society's Silver Anniversary celebration. 
Contemporary Music Concert 
On May 6, 1962, the Music Department, in collaboration with the 
Karol Rathaus Memorial Association, presented a concert of 
contemporary music composed by members of the music faculty. The 
431Queens College Bulletin, 1965-1966, 236, Queens College Archives. 
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program featured works by the late Karol Rathaus; Hugo Weisgall, 
increasingly known for his operatic works and vocal music; Luigi 
Dallapiccola; George Perle,432 who was one of the first American 
composers to analyze the compositional practices of Schoenberg, Berg, 
and We bern; and John Castellini. 
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Figure 7-11 . Program of Contemporary Concert Music Presented by 
The Karol Rathaus Memorial Association and The 
Music Department 
March 6, 1962 
Aaron Copland School of Music Archives 
432Perle attempted to combine fundamental concepts of serialism with aspects of 
tonality. 
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Queens College Twenty Fifth Anniversary ( 1962) 
In celebration of the College's Silver Anniversary, Novack featured 
the Queens College Choir, with John Castellini conducting, at a 
celebration event in the Colden Auditorium on October 26, 1962. The 
choir performed Down the Hills Carina Trips by Thomas Bateson, 
Ha'naker Mill by Gabriel Fontrier, and Ye Watchers and Ye Holy Ones-
Vigilis et Sancti, based on a German melody of 1623. The Music 
Department's orchestra presented Richard Wagner's Prelude to Die 
Meistersinger von Numberg, and the fourth movement of Tchaikovsky's 
Symphony No. 5. The keynote speaker for this event was Robert Moses, 
President of the New York World's Fair 1964-1965 Corporation, and 
President of the Long Island State Park Commission.433 
Queens College Choral Society (1962-1966) 
At the start of the Choir's twenty-fourth year, conductors and 
faculty members Carl Eberl, Lawrence Eisman, and a future Choral 
Society President, John Elton, assisted Castellini. The contributions of 
these individual would later be vital to the future of the Society.434 For 
the Choir's twenty-fifth anniversary, an award in honor of Castellini 
433Twenty Five Anniversary Celebration Booklet, October, 26, 1962. Queens 
College Archives. 
434Zazula, 8 . 
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originated to further the cause of vocal music.435 The criteria for receiving 
this award stipulated that the recipient must be an alumnus of the 
College and nominated by the Chairman of the Music Department, the 
Society's Director, and President of the Choir. The recipient for this first 
Choral Society Silver Jubilee Award of 1966 was Reri Grist, a soprano 
with the Metropolitan Opera.436 
Table 7-3 
Works Sung by the Choral Society from 1962-1966.437 
Year 
1962 
1963 
1964 
1965 
1966 
435Jbid. 
436Ibid., 9 . 
437Zazula, 21. 
Date 
May 11, 12 
Dec. 15, 16 
May 11, 12 
Dec. 14, 15 
May 16, 17 
Dec. 12, 13 
May 15, 16 
Dec. 11, 12 
May 7, 8 
Dec. 10, 11 
Program 
Elijah (Mendelssohn) 
Messiah (Handel) 
Passion According to St. Matthew (J.S. Bach) 
Messiah (Handel) 
Symphony of Psalms (Stravinsky) 
Soldier Songs for Bass & Orchestra (Hugo Weisgall) 
Mass in G Major (Schubert) 
Messiah (Handel) 
Te Deum (Berlioz) 
Profile for Orchestra (Benjamin Lees) 
Salut! Demeure Chaste et Pure (Gounod) 
Le Reve (Massenet) 
Messiah (Handel) 
Requiem (Mozart) 
Concerto for Piano and Orchestra in G Major, 
Op. 58 (Beethoven) 
Messiah (Handel) 
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A transition to a new Music Department chair followed at the start of the 
1966 academic year. 
Edward Lerner 
(1920-) 
Edward Lerner, who became the new chair in 1966, received 
appointed as an associate professor in the Music Department in 1962. 
He was invited to join the Queens College Music Department by then 
chairman, Saul Novack who was influential in getting him the support 
needed to become chair. Lerner began piano lessons at the age of twelve 
and eventually became a music major at Brooklyn College after changing 
his major from mathematics. After earning a Bachelor's degree, he 
received a Master's Degree in Music Education at New York University 
and then entered the U.S. Army in the Second World War. Following his 
discharge from the Army, Lerner enrolled at Yale University and earned a 
Ph.D. in music history.438 
As an historian, Lemer sought to build the Department in the area 
of music history by introducing various courses in notation and history. 
In addition to expanding music history within the Department, Lerner 
engaged several scholars, including Carl Schachter, a prominent music 
theorist, whom many would come to regard as the leading music 
43BEdward Lemer, interview with the author, May 25, 2011. 
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theoretical mind in the U.S.439 
After his chairmanship, he displayed great interest in the 
development of chamber music within the Music Department. In honor of 
his late wife, who frequently performed chamber music, he established 
The Adele Lerner Prize in Chamber Music for graduating seniors to 
encourage the performance of chamber groups.440 
Curriculum under Lerner 
During the early years of his chair, Lerner expanded requirements 
for music majors to include general education courses in the study of 
Western culture. New courses included Classics 4; Philosophy 1, and 10; 
History 25; three credits in the History of Art and at least one course in 
Comparative Literature.441 This initiative also corresponded to the 
philosophy of Gehrkens (music and life) who viewed the music 
curriculum "as important not only to the development and life of the 
individual but also to the individual's life as a part of a democratic 
society."442 According to Gehrkens, achieving this goal necessitated 
integrating other disciplines such as philosophy, history, and the 
sciences to the music curriculum. Gehrkens stated: 
439Ibid. 
440Ibid. 
441Queens College Bulletin, 1966-1967, 246, Queens College Archives. 
442Munkittrick, "Music for Living," 30. 
Philosophy is supposed to teach us the broader relationship 
of all sorts of things, and to explain ultimate ends and 
purposes ... The whole progress of modern thought is in the 
direction of recognizing the essential connectedness of 
everything. 443 
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The revised theory courses, 51-56, also received new titles, as indicated 
in the 1967-1968 catalogue. See table 7-4 for the modified title and 
content of these courses 
Another curricular modification noted during this period was the 
addition of a fifth course to the previous four courses in music 
appreciation added during the 1967-1968 academic year and designated 
as Music 5 (Appreciation of Music). The content for this course included 
a series of live performances and films, and required students to attend 
concerts given by the Choral and Orchestral Societies. Unlike the 
previous four courses in Music Appreciation, which required a two-hour 
meeting and one credit, Music 5 met for four hours and students 
received two credits. 444 
443 Ibid ., 25. 
444Queens College Bulletin, 1967-1968, 275, Queens College Archives. 
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Table 7-4 
New Titles for Previously Revised Theory Courses-1967-1968.445 
COURSE/CONTENT 
Music 51. Diatonic Harmony and Counterpoint I . 
The disciplines of harmony and counterpoint are studied in relation to each 
other, within the framework of the major-minor system of tonality. The study of 
species counterpoint is included. The course emphasizes fundamental musical 
skills, including application of musical materials at the keyboard and the 
development of aural perception. (Fall semester) 
Prerequisite: permission of department. 3 hours; 2 credits 
Music 52. Diatonic Harmony and Counterpoint II 
A continuation of Music 51. (Spring Semester) 
Prerequisite: Music 51. 3 hours; 2 credits 
Music 53. Diatonic Harmony and Counterpoint III 
A continuation of Music 52. (Fall semester) 
Prerequisite: Music 52. 3 hours; 2 credits 
Music 54. Harmony and Counterpoint IV 
A continuation of Music 53. The study of chromaticism. The course includes 
further study of harmony and counterpoint in relation to each other. It also 
continues the development of keyboard and aural skills (Spring semester) 
Prerequisite: Music 51 . 3 hours; 3 credits 
Music 55. Harmony and Counterpoint V 
A continuation of Music 54 (Fall semester) 
Prerequisite Music 54. 3 hours; 2 credits 
Music 56. Musical Techniques of the Twentieth Century 
An introduction to twentieth century musical procedures, commencing with 
nineteenth century chromaticism. A detailed study is made of the musical 
techniques of representative composers (Spring semester) 
Prerequisite: Music 55. 3 hours; 2 credits 
Certification in applied music requirements began at Queens 
College in 1968 in accordance with stipulations mandated by New York 
State. New York State required a level of performance proficiency in each 
of the five applied music areas (strings, woodwinds, brass, voice, and 
445Jbid., 280, 281. 
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piano) with a passing grade of C. The performance standards for each of 
the respective areas were specified in state publication documents titled, 
"Handbook for Applied Music" and "College Proficiency Examination 
Description." The lower sen1or semester met the applied mus1c 
certification requirements (See table 7 -5).446 
Table 7-5 
Stipulations for Certification in Applied Music-1968-1969.447 
A. The performance proficiency requirements in the area of strings, woodwinds, 
brass, and voice may be met in one of the following two ways: 
1. take each course for credit and pass examinations in 
Music 80.1, Group Instruction in Strings 
2. 
Music 80.2, Group Instruction in Woodwind 
Music 80.3, Group Instruction in Brass 
Music 80.4, Group Instruction in Voice 
Pass a proficiency examination. 
Proficiency examination in the areas of strings woodwinds, 
brass, and voice are scheduled during the final examination 
period of each semester and are administered by the 
instructors of the applied music courses. 
B. The performance proficiency requirement in the area of piano may be met by 
passing the qualifying examination for Education 55a and satisfactorily 
completing the theory sequence of course required of all music majors (Music 
51-56). The theory sequence includes one laboratory hour per week for 
keyboard experience. 
A new course under the division of Elective Courses in Music 
History and Literature began during the 1968-1969 academic year. The 
i 
course, Music 6 (Music of Diverse Genres and Style Periods), served as a 
continuation to Music 5, and expanded students' understanding of 
446Queens College Bulletin, 1968-1969, 291, Queens College Archives. 
447Ibid.' 291. 
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musical form as well as explored the expressive possibilities within 
music. Students earned two credits for this course and met two hours 
per week. 448 Revised courses under Group Instruction in Instruments and 
Voice reflected a new course numbering system beginning in the fall of 
1968. Courses under this division previously designated as Music 84. 1-
84.5 reassigned as Music 80.1-80.5.449 Additionally, a new advanced 
course in conducting, Music 671 (Conducting Seminar) offered students 
an intensive study of conducting techniques with focus on selected 
orchestral and choral works of various styles.4so 
Performance Activities under Lerner 
Several changes in music ensembles were evident at the start of 
the 1968-1969 academic year. Music 83 (The A Cappella Choir), no 
longer existed and the College Choir assumed its course classification.451 
Additionally, a reduction in the amount of bands and orchestras also 
began during this period. The two bands, previously under the titles of 
Music 86.1 and Music 86.2, consolidated into one ensemble under the 
new classification of Music 85. Similarly, Orchestras 87. 1 and 87.2 
combined into one group and became Music 86.1. The Orchestral Society 
448Ibid., 293. 
449Jbid. ' 302. 
450Jbid., 305. 
451Jbid . , 303. 
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continued to exist, however, under the new classification of Music 
86.2.452 
Renaissance Band 
At the start of the 1968 academic year, the Department instituted 
a new musical group designated as the Renaissance Band and 
established to perform instrumental music of the Middle Ages, 
Renaissance, and early Baroque. Performances for this newly formed 
ensemble occurred on the College campus and at other venues.453 
Howard Brofsky 
(1927-) 
Brofsky became a contender for the chair position early in his 
appointment to the music faculty primarily because he was an outsider 
and possessed the Doctor of Philosophy degree. Traditionally, the pool of 
nominees for chair consisted of faculty members who were already on 
staff for several years. His nomination and appointment reflected a 
change to this practice. Brofsky's tenure in the Music Department began 
in 1967 where he initially taught music appreciation. Upon his arrival to 
the Department, he discontinued the use of the text written by former 
faculty member Joseph Machlis, to his own Music Appreciation text, The 
452Jbid. , 303, 304. 
453Jbid., 303. 
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Art of Listening-Developing Musical Perception. 454 
Brofsky was born on May 2, 1927 in Brooklyn, NY. He performs on 
the cornet, trumpet and mellophone. His trumpet instructors included 
Nat Prager of the New York Philharmonic and Frankie Newton. Brofsky 
also studied composition with Nadia Boulanger while in Paris in 1954-
55. He earned his Bachelor of Arts, Master of Arts, and Ph.D. degrees 
from New York University. Prior to the start of his tenure in the Music 
Department in fall of 1967, Brofsky taught at the University of Chicago, 
University of British Columbia, Boston University, and University of 
Oslo.455 
In 1955, he recorded his first jazz album with George Johnson and 
his Orchestra. He discontinued jazz performances in the late fifties to 
focus on musicological studies. His return to jazz occurred in 197 4 with 
varied solo performance opportunities, jazz concerts with Larry Rivers 
and the East Thirteenth Street Band, and with the group, Climax Band.456 
During his tenure as chair, the Music Department already boasted 
several prominent composers and theorists, but was not as strong in 
musicology. In an effort to boost musicology within the Department, 
Brofsky engaged Raymond Erickson, who possessed outstanding 
454Howard Brofsky, interview with the author, May 3 , 2011; Howard Brofsky, 
The Art of Listening-Developing Musical Perception (New York: Harper & Row, 1979) . 
4SSEncyclopedia of Jazz Musicians Brofsky, Howard [Intemet] (accessed May 1, 
2011) available from http:/ jwww.jazz.comjencyclopedia/brofsky-howard. 
4S6Ibid. 
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credentials as a musicologist as well as a pianist and harpsichordist.457 
Erickson would later become the first Director of the Aaron Copland 
School of Music.458 
Curriculum under Brofsky 
At the start of Brofsky's chair, the Department of Music instituted 
the Bachelor of Music Degree in performance. Novack initiated this 
program, which later developed into a master's degree in performance.459 
The program served music majors who sought a career in instrumental 
or vocal performance. Students pursuing this degree were required to 
register for the sequence of courses in performance (Music 88.1-88.8) for 
eight semesters. These courses consisted of weekly private lessons 
provided primarily by prominent professionals who worked as adjunct 
faculty members within the Department. This addition to the curriculum 
marked a significant turning point, as it was the first time the Music 
Department began to offer private lessons for credit.460 Students in the 
performance program received three credits for the private lessons and 
also registered for all courses required of music majors, which included: 
Music 10-12, 51-61, 52-62, 53-63, 54-64, 55, 56, 60, 65, 69, 71, and 
2011. 
457Jbid. 
458Jbid. 
459Qala Concert Program, Novack, October 8, 1998. 
460Morey Ritt, alumna and faculty member, interview with the author, May 21, 
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72.461 An audition and written examination m pitch, rhythmic 
evaluation, and musical memory served as requirements for acceptance 
into the Bachelor of Music program.462 
Faculty member Alexander Kouguell was the coordinator for the 
performance program from its inception until about 1981. Kouguell's 
active career afforded him the opportunity to engage the best performers 
for private instruction. The College hired reputable musicians that 
helped bolster the reputation of the Department. Kouguell's 
responsibilities for the bachelor of music program also entailed the 
selection of a jury for the audition process. He was required to participate 
in all adjudication proceedings and submit the necessary paperwork to 
the chairperson. 463 
The Department provided two opportunities during the academic 
year for prospective music majors to take a theory placement 
examination prior to registration. The purpose of the examination was for 
placement only and students were not denied admittance into the 
Department based on the exam. The content of the exam included 
several short tests in musical aptitude, rudiments, ear-training, sight-
singing, keyboard ability, and four-part harmony.464 
2011. 
461Queens College Bulletin, 1969-1970, 311, Queens College Archives. 
462Ibid. , 311. 
463Alexander Kouguell, faculty member, interview with the author, May 26, 
464Queens College Bulletin, 1971-1972, 228, Queens College Archives. 
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New course offerings under Brofsky's chair became available 
during the 1970-1971 academic year. A new course under Elective 
Courses in Music History and Literature developed in the fall of 1970. The 
course, Music 41 (Russian and Soviet Music from Glinka to the Present), 
given by Boris Schwarz, involved a study of Russian music from c .1830 
to the present, against the backdrop of social and intellectual forces. 
Students·examined matters with regard to the 1917 Revolution as well as 
the relationship between Soviet aesthetics and politics. Works studied 
were by Tchaikovsky, Scriabin, Prokofiev, Shostakovich, and others.465 
Prerequisite courses for this course were Music 2, 4, and 5 and students 
received three credits.466 Several new courses are also noted under the 
new category of Courses in Music Education. These new classes were 
requirements for all music education majors and designated under new 
course codes (see Table 7-6). 
465Queens College Bulletin, 1970-1971 , 352 , Queens College Archives. 
466Jbid. , 352. 
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Table 7-6 
New Courses in Music Education-1970-1971467 
COURSE/CONTENT 
Music 71. Applied Keyboard Skills 
Practical work in the use of the piano for classroom and rehearsal purposes. 
Prerequisite: Music 55. 2 hours; 1 credit 
Music 72. Vocal Pedagogy 
The physiology of the vocal mechanism and techniques for teaching voice 
production are studied in relation to choral and standard repertory. The 
further development of individual skill in singing is stressed. 
Prerequisite: Music 80.5 or perm of instr. 3 hours; 2 credits 
Music 73. Rudiments of Music (formerly Music 50) 
A preparatory course designed for those who have had no previous musical 
training. It covers notation, rhythm, scales and keys; formation of intervals 
and triads, ear training and dictation. The approach is a functional one with 
emphasis on the use of the piano. Open to all students, it is required for 
elementary and early childhood education majors who do not have a music 
background comparable to the content of the course. (Fall and Spring 
Semesters) 
2 hours; 2 credits 
Music 74. Elementary Classroom Instruments 
Designed for early childhood and elementary education majors. Practical 
experience with instruments used in classroom music including autoharp, 
ukulele, guitar, keyboard, wind, and rhythm instruments. (Fall semester) 
Prerequisite: Music 73 or equivalent. 3 hours; 2 credits 
Music 77. Music Literature for Children (formerly Music 78) 
Designed for students majoring in early childhood or elementary education. 
A study of music literature and methods, which provide an enrichment of the 
basic classroom music program. 
Prerequisite: Music 75 or 76. 3 hours; 2 credits 
(table continues) 
467lbid., 355. 
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Music 78. The School Instrumental Program 
Objectives, methods, and materials for school bands, orchestras, ensembles, 
and instrumental classes. 
Prerequisite: Permission of Department. 2 hours; 2 credits 
Music 79. The School Choral Program 
Objectives, methods, and materials for school choruses, glee clubs, ensembles, 
and vocal classes. 
Prerequisite: Permission of Department. 2 hours; 2 credits 
Performance Activities under Brofsky 
The Choral Society ( 1968-1971) 
Prior to the December 1969 performance of Messiah, The Phoenix 
reported the following: 
A twenty-eight year old tradition will end on Saturday night 
for one of the college's foremost faculty members; Professor 
John Castellini (Music) will conduct the choral society and 
orchestra in Handel's Messiah for the last time. 
Since 1941, this glorious oratorio has been presented for the 
Christmas season; during that time thousands have been 
touched by Castellini's charisma as they have shared the 
unique experience of working under his leadership .. . 468 
Castellini stated, "It's the end of an era, and I will miss the members of 
the chorus as much as the music. I've never had so much pleasure 
working with anyone as these people."469 After Castellini's final 
46B"Castellini Will Take His Final Bow As Conductor," The Phoenix, December 9 , 
1969. 
469Gabriel Fontrier, "Music on Long Island," Long Island Sunday Press, 
December 7, 1969. 
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performance, the directorship of the choir was passed on to associate 
conductor, Carl Eberl.470 
Eberl sought to carry on Castellini's tradition of incorporating 
contemporary works into the choir's repertoire. Eberl's first performance 
with the choir during the spring of 1970 included faculty member Allen 
Brings' work, Three Songs.471 Additionally, the inclusion of operatic 
choruses and excerpts were among several new ideas Eberl brought to 
the ensemble. Operatic work featured during the spring 1971 
performance included Puccini's Turandot. 472 
Table 7-7 
Works Sung by the Choral Society from 1968-1971.473 
Year 
1968 
1969 
1970 
1971 
470Zazula, 10. 
47 llbid., 11. 
472Ibid. 
473Jbid.' 21. 
Date 
May 10, 11 
Dec. 20, 21 
May 2 
Dec. 12 , 13 
May 8, 9 
Dec 11, 12 
May 7 , 8 
Dec. 10, 11 
Program 
Mass in C Major, Op. 86 (Beethoven) 
B Minor Mass (J .S . Bach) 
Requiem (Faure) 
Concerto for Piano and Orchestra, K. 221 (Mozart) 
Messiah (Handel) 
Te Deum (Haydn) 
Three Songs (Allen Brings) 
Nanier (Brahms) 
Dona Nobis Pacem (Vaughn-Williams) 
Israel in Egypt (Handel) 
Messa Di Gloria(Puccini) 
Turandot (Excerpts) (Puccini) 
Gloria (Poulenc) 
Magnificat (J.S. Bach) 
CHAPTER EIGHT: 
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The Chairmanships of Lawrence Eisman (1971-1974); Joel 
Mandelbaum (1974-1978); Directorships of Raymond Erickson 
(1978-1981); Return of Joel Mandelbaum (1981-1983) 
Figure 8-1. 
Lawrence Eisman 
Copland School Archives 
Figure 8-2. 
Joel Mandelbaum 
Copland School Archives 
Figure 8-3. 
Raymond Erickson 
Copland School Archives 
The 1971 - 1983 era marks another significant period of changes, 
which drastically affected Queens College and the Music Department. 
Enrollment continued to increase in spite of CUNY assessing fees in 1976 
to offset city and state fiscal crises of the '70s. 474 In addition, a Master of 
Arts degree in performance became available to a small number of 
students based on audition. Initial discussions for a change from a 
Music Department to a School of Music and the building of a new music 
474The JBHE Foundation, "Funding Problems at CUNY Close Doors to 
Newcomers to Higher Education," The Journal of Blacks in Higher Education, no. 3 
(1994) : 22. 
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facility also came about in the early 1970s.475 The former proposition 
became a reality in 1980 and steered the music program toward a new 
path. 
Lawrence Eisman 
(1933-) 
Lawrence Eisman accepted the chair position 1n 1971 to 
strengthen the morale within the Music Department. Eisman was born in 
New York City in 1933 and earned his Bachelor of Arts and Master of 
Science degrees from Queens College in 1955 and 1957. He later 
attended New York University and received the Doctor of Education 
degree. Eisman taught junior high school and high school music in 
public schools in Queens and on Long Island. He is a prominent figure in 
music education476 and the author of The World of Music, Vols. VI, VII, 
VIII, and articles in the Music Educators Joumal. 477 During Eisman's 
student years at Queens College, he majored in education with an 
-
emphasis in music for both undergraduate and graduate degrees and 
played trombone with a variety of performing groups within the Music 
Department. 4 78 
475Eisman, interview. 
476Zazula, 14. 
477 Aaron Copland School of Music Faculty; Lawrence Eisman (Professor 
Emeritus) [Internet] (accessed April 5 , 2011) available from 
http: 11 qcpages.qc.cuny .edu/ music/ index. php?L=7&M= 128. 
47BEisman, interview. 
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Eisman joined the Music faculty in 1962 and taught Music 
Appreciation and Music for Children, as well as other Music Education 
courses. Part of his early teaching load also included instructing the 
chorus at a junior high school adjacent to the College campus. When he 
took office, funds used formerly for hiring full-time tenure-track 
faculty479 were now available to hire adjunct instructors on an hourly 
basis to teach courses such as music theory and music education. As a 
result, he seized the opportunity to engage several adjunct instructors. 480 
Following his service as chair, Eisman became director of the Choral 
Society and built a preparatory music school within the School of Music. 
A Push for a School of Music and New Music Facility 
Early in his tenure as chair, at the advice of faculty member Saul 
Novack, Eisman encouraged faculty who were in favor of the idea for a 
change from a Department of Music to a School of Music to present their 
case at faculty meetings. He encouraged these instructors to address the 
educational value for a School of Music, administrative efficiency, the 
accommodation of potentially large numbers of students, and their plan 
for developing the new institution.481 Eisman then forwarded a draft 
479Jndividuals hired under this classification qualified for tenure after five years 
of employment. Individuals were also hired as a visiting professor. 
4BOLawrence Eisman, faculty emeritus, interview with the author, April 12, 2011. 
481Lawrence Eisman, Letter to Leo Kraft, December 6, 1971. Copland School of 
Music Archives. 
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proposal initiated by Saul Novack outlining the nature of and benefits for 
a School of Music to Dean Glen Howard of the College. Eisman pointed 
out the vast increase of music majors from 130 in 1969 to 400 in 
September of 1971 and projected an eventual increase in enrollment 
from 800 to 1,000 music majors. He argued that a change to a School of 
Music would better accommodate enrollment of this size and noted the 
high level of musical excellence achieved by the Department. Also 
included in the draft proposal was the need to sponsor a talent discovery 
and development program for secondary level students in the fourth 
through twelfth grades.482 The idea to convert to a School of Music at 
that time, however, did not receive a favorable vote by the faculty due to 
political tension within the Department.483 
Plans for a new music facility were underway during fall of 1971. 
In a detailed letter of concern addressed to the College president, Joseph 
Murphy, Eisman pointed out several inadequacies outlined in the 
Queens College Master Plan for the new facility, including a reduction in 
size from 62,160 to 57,970 square feet. According to Eisman, the 4,190 
square feet reduction would not allow for proper office and classroom 
space, or rehearsal facilities. Cuts in the space allotment for rehearsal 
facilities would necessitate eliminating performance as an area of study 
482Jbid. 
483Raymond Erickson, faculty emeritus, interview with the author, April 20, 
2011. 
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within the music curriculum. Eisman urged President Murphy to place 
performing activities in their proper perspective and not to view them as 
a luxury. 484 Additionally, Eisman respectfully advised Murphy to exert 
the full weight of his office to ensure that sufficient consultation took 
place between the architect and the Music Department during the 
planning stages and actual construction, including the hiring of an 
architectural consultant who had successful experience in designing 
music buildings. 485 Murphy's response to Eisman's concerns suggested 
consultation with Dean Howard as a means of rectifying the matter. See 
Figure 8-4. 
484Lawrence Eisman, Letter to President Joseph S. Murphy, November 23, 1971. 
Copland ~chool of Music Archives. 
485Jbid. 
QUEENS COLLE:GE 
0 f- T H B .C l 1> Y .U 1'! ~ :v E R S 'J CJ:  Y () F N E W Y 0 .R "' 
.P:i:ofess.oor; Larry Eisman 
Ghail1llan 
Mqsic: Department 
Dec:einber 7, f971. 
Thank you ;t:o:t your fetter of' November 23:rd. I 
read it ca.r~f1;t11y, ~d I h1,1ye. concluded that t::hete is some: 
misunderst.andings about what the new Music huiLding is. 
about and what it ia supposed to provid..e. 
226 
I ·am: asl<:'ing by copy· of this letter that bean Howard. 
meet Wir;h you. at .sO!!!¢ time, fn the not too distant future to 
sb;-aighten out .what may be mere~y some. misunderstandings about 
what the new Musi.c . huildin~. will look I;tke whe.n i:t Js cQ1llplete<;l. 
JSl'f: fs: 
cc: Dean G. Hototard 
Joseph S •. Murphy 
President 
Figure 8-4. Letter to Lawrence Eisman, Chairman of the Music Department by Queens 
College President, Joseph S. Murphy. 
December 7, 1971 
Aaron Copland School of Music Archives 
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Curriculum under Eisman 
At the start of Eisman's Chairmanship, the Music Department 
began to offer a structured minor to elementary and early childhood 
education majors who desired to meet the Education Department's 
requirement for a twenty-four credit minor in another field, namely, 
music education. The program for this minor program included courses 
in music theory, music history and literature, applied music, and music 
education, beyond those in the prescribed program for education majors. 
Students who showed an interest in this program were required to take a 
placement examination in performance, theory, and ear training.486 
Two courses in the required Music Appreciation sequence, Music 5 
and Music 6 (An Introduction to Music) expanded to include nine new 
sub-courses. These course offerings afforded students a wider choice 
selection. See table 8-1. 
486Queens College Bulletin, 1971-1972, 229, Queens College Archives. 
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Table 8-1 
Sub-Courses for Music 5 and 6 (An Introduction to Music) 
1971-1972.487 
COURSE/CONTENT 
Music 5. An Introduction to Music 4 hr.; 2 cr. 
Music 5.1. Masterpieces of Western Music 
Selected works of major composers form the eighteenth century to the 
present day are studied with regard to content, form, and style. 
Music 5.2. Perceptual Listening-An Analytical Approach 
The course seeks to develop and refine the student's response and 
perception primarily through a systematic exploration of psychological 
and aesthetic processes in a wide variety of music. 
Music 5.3. Music and the Theatre 
A study of music and the theatre, with particular attention to opera. 
Works are selected from various periods and styles. 
Music 5.4. Four Composers 
Selected works of four major composers, one each of the Baroque Eras, 
Classic Era, Romantic Era, and twentieth century (e.g., Bach, Beethoven, 
Wagner, and Stravinsky) are studied within the framework of their lives 
and times. 
Music 5.5. Music of Africa and Asia 
A survey of the folk and art music of African and Asian cultures. 
Classroom lectures include musical illustrations. Each of the above 
sections will include a series of live performances as an integral part of 
the course. 
(table continues) 
487Jbid.' 230-231. 
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Music 6. An Introduction to Music 4 hr.; 2 cr. 
Music 6.1. Music and Society 
The study of musical styles with a consideration of the interplay of music and 
society in Western civilization. The course includes discussions of sacred and 
secular art music, folk music, jazz, and other popular forms. 
Music 6.2. Music and Literature 
The relationships between music and · literature, principally poetry and 
drama, are studied in detail, both in regard to musical and literary principles. 
Works selected for study range from the Middle Ages until the present. 
Music 6.3. An Historical Survey 
The elements and principles of musical organization, expression, and style 
are examined in their historical contexts from the Middle Ages u ntil the 
present. 
Music 6.4. Fundamentals of Music 
A brief introduction to the rudiments of music notation leads to the 
acquisition of elementary skill in score reading. Compositions of diverse styles 
and genres are studied utilizing that skill to heighten musical understanding. 
A new course, Music 42 (Jewish Music) became available during this 
time and required a prerequisite of Music 2, 4, 5, or 6, and met for three 
hours with students receiving three credits. This course focused 
primarily on the development of Jewish music and liturgy of the 
synagogue. Other topics included the Yiddish art song and folk song, 
Hebrew folk music, Hebraic elements m Western art music, and 
contemporary trends.488 As the culture of the College continued to 
diversify, this course responded to the interests of the Jewish student 
population and faculty strengths. 
488Jbid., 234. 
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As a prerequisite for Music 51 (theory), Music 50 (Basic 
Musicianship) expanded to include three sub-divisions designed for 
developing basic skills in music: Music 50.1 (Basic Musicianship), Music 
50.2 (Sight Singing and Ear Training), and Music 50.3 (Keyboard 
Techniques). Students required a minimum grade of C- to advance to the 
next level of music theory.489 
The Music Department instituted a 4Y2-year B.A.-M.A. degree 
program in Music at the start of Eisman's second year as chair. The 
program provided gifted students the opportunity to rapidly advance to 
graduate level study taking advanced coursework during their third year 
of undergraduate studies. The faculty selected candidates for this 
program through an evaluation process that occurred during students' 
first semester in music major courses.490 
The hiring of computer-music specialist Hubert Howe to the music 
faculty in 1967 eventually led to new a course in electronic music, which 
began in the fall 1972 semester. Designated as Music 43 (Electronic 
Music), this two-credit course required a prerequisite of Music 2, 3, or 5 
and met for the duration of 2 hours per week. The course involved a 
survey of electronic music, illustrated through various examples of 
489Jbid. 
490Queens College Bulletin for the fall and spring sessions 1972-1973, 237. 
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diverse styles and procedures.491 In addition to this course, the Music 
Department added Music 57 (Theory Survey) to the curriculum designed 
primarily for transfer students and freshmen students who entered the 
music program with advanced standing. The course included a review of 
elementary species counterpoint, harmony, and keyboard harmony.492 
An increase in enrollment during Eisman's tenure as chair resulted 
1n the need for additional performing ensembles. He, therefore, divided 
various groups and created new courses. 493 Subdivision of courses 
during the 1972-1973 academic year included Music 83.3 (the Queens 
College Chorus), Music 84.2 (Intermediate Ensemble), and Music 84.4 
(Jazz Band and Ensembles). Although students were required to audition 
for the Queens College Chorus, the group originated for those with 
relatively little vocal music experience. The jazz ensembles consisted of 
groups of various sizes and were devoted to the study and performance of 
published work, special arrangements, and original student work. 494 
Additional courses included a course in keyboard accompanying, 
Music 89.3 (The Art of Keyboard Accompaniment), several jazz courses, 
Music 54, which was designated as a Black Music course (Music of Black 
Peoples in Africa and America), and Music 55 (Music of Asia). See Table 
8-2 for the content of these courses. 
491Jbid. , 241. 
492Jbid. , 242. 
493Eisman, Interview. 
494Queens College Bulletin for the fall and spring Sessions 1972-1973, 245, 246. 
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Table 8-2 
Additional new Courses-1972-1973495 and 1973-1974496 
COURSE/ CONTENT 
Music 89.3. The Art of Keyboard Accompaniment 
An introduction to the techniques and art of accompaniment through an 
intensive study of selected examples of vocal and instrument literature. 
Emphasis is placed on the skills of sight-reading. (This course may be repeated 
for credit with permission of the department) 
Pre: Permission of the Instructor. 2 hr.; 2 cr. 
STUDIES IN JAZZ 
Music 93. Jazz Composition 
The development of skills and techniques in the use of various jazz idioms and 
their application to individual creative expression. 
Pre: Music 54. 3 hr.; 3cr. 
Music 94. Arranging 
Planned to develop knowledge and skill in arranging and orchestrating for the 
jazz band, the theater orchestra, the television orchestra, and other performing 
groups. A study of recording techniques with special electronic equipment is 
included. 
Pre: Music 54. 3 hr.; 3cr. 
Music 95. Composition for the Musical Theater 
The study of composition is applied to the musical theater. The aesthetics and 
idioms of recent trends also are included. 
Pre: Music 54. 3 hr.; 3cr. 
Music 96. Improvisation 
A study of the theory, practice, and styles of jazz improvisation designed to 
develop the techniques and skills of the performer. 
Pre: Music 54. 3 hr.; 3cr. 
Music 97. Analysis of Jazz 
Detailed analysis of selected jazz idioms and other related popular forms. 
Consideration is given to such aspects as melody, harmony, rhythm, form, 
orchestration, and style. 
Pre: Music 54. 3 hr.; 3cr. 
(table continues) 
495Queens College Bulletin for the fall and spring sessions 1972-1973, 24 7. 
Queens College Archives. 
496Jbid.' 1973-197 4' 264. 
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Music 54. Music of Black Peoples in Africa and America 
A survey of principal genres of black and black-derived tribal, folk, popular, and 
art music in African and Afro-American traditions. Musical aesthetics, forms, 
instruments, and the function of music in its cultural context will be 
emphasized. 
Pre: Any one of Music 1 through 7 or 10. 3 hr.; 3cr. 
Music 55. Music of Asia 
A survey of the musical cultures of Asia, with emphasis on the elaborate melodic 
and rhythmic systems, raga and tala of India, the classical "orchestral" gamelan 
music of Indonesia, and the symbolic and philosophical implications of music in 
China. 
Pre: Music 54. 3 hr.; 3cr. 
The newly formed courses of Black music and Asian mus1c 
developed out of national and international trends m colleges and 
universities that evolved before the 1970s. The Black Student Movement 
of the late sixties-perpetuated by the Civil Rights Development-formed 
the basis for the Black Power Movement of the 1970s.49 7 There were 
Black student protests and strikes on many college campuses 
throughout the country. The Urban Research Corporation put forth a 
study in 1969 that reported 292 large-scale student protests occurring 
on 232 college and university campuses within the first six months of 
that year.498 The top three demands indicated in the study were thirty-
two percent of respondents calling for more black courses in colleges and 
universities, twenty-four percent demanding an increase in black student 
enrollment, and twenty-three percent insisting on the hiring of more 
497Ronald Walters and Robert Smith, "The Black Education Strategy in the 
1970s," The Journal of Negro Education 48, no. 2 (spring 1979): 156. 
498"Student Protests 1969," Urban Research Corp. (New York, 1969). 
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black faculty and administrators.499 Walters and Smith's study on Black 
Education Strategy in the 1970s shows that the Black Student 
Movement developed rapidly and enriched American education. 5oo 
Mantle Hood suggests in his study on Musical Literacy 1n the 
1970s that college and university music curriculum should reflect the 
socio-culture context. He stated: 
I believe there are some changes and innovations overdue in 
both the undergraduate and graduate curricula ... Literacy in 
music, somewhat analogous to literacy in language, should 
include deep and extended exposure to major foreign 
tongues ... The music of one African and one Asian culture, 
should be included throughout the spread of undergraduate 
and first-year graduate study ... 501 
Musical Activities and Events under Eisman 
As an addition to the many performances presented by faculty, 
student ensembles, and the two major community groups (the Orchestral 
and Choral Societies), Eisman sought to include other musical activities 
and events in an effort to maintain the public's awareness of the Music 
Department. 502 One approach involved engaging performing groups with 
a "residence status" to the Music Department. For this endeavor, Eisman 
petitioned the College president to fund the Lincoln Center Chamber 
Players as artists-in-residence. The favorable outcome of the petition 
499Jbid. 
soowalters, Black Education, 164. 
SOlMantle Hood, "Musical Literacy in the 1970's," College Music Symposium 11 
(fall 1971): 96. 
so2Eisman, interview. 
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eventually resulted in the Department attracting several professional 
chamber groups as resident ensembles. 503 Additionally, any available 
surplus funds in the Department could be allocated to employ reputable 
instrumentalists and vocalists for varied performance activities. Eisman 
sought the advice and assistance of faculty member Rudi Blesh in 
engaging these distinguished artists. Blesh's qualifications for this 
endeavor included his professional connections with musicians of varied 
styles and his prominent status as author of scholarly work on Ragtime 
music. 504 
Eisman established a concert series during each year as chair. He 
titled the first series, Jazz between the Wars. Another series included 
prominent pianist, Seymour Lipkin, who collaborated with high school 
music students and performed Billy the Kid. These series traditionally 
spanned two or three evenings and took place in the Colden Auditorium 
to accommodate large audiences. 505 
Another feature of Eisman's chair was frequent visitations to 
various high schools throughout the New York City Metropolitan area. 
They were designed to recruit students to the Music Department. Several 
Music Department faculty members joined Eisman in conducting these 
visits. While there are no data to reflect the number of freshmen who 
503Jbid. 
504Jbid. 
505Jbid. 
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enrolled in the Music Department because of these visits, the Music 
Department did grow considerably. 506 
The Queens College Trio 
According to faculty member Alexander Kouguell, the Queens 
College Trio developed sometime in the early 1970s. This group was an 
offspring of the Faculty String Quartet, which existed for over seventeen 
years. The Faculty String Quartet eventually disbanded as it became 
increasingly expensive for the College to support the group. The Faculty 
Quartet involved four-faculty members who received a one-course 
teaching load for their work in the ensemble. According to Kouguell, 
"This arrangement took them away from other courses they could have 
been teaching."507 Kouguell, cellist, formed the trio with faculty members 
Gerald Tarack on violin and Morey Ritt on piano. Over time, Kouguell 
and Ritt gave performances of twenty sonatas for cello and piano. 508 
506Jbid. 
so7Kouguell, interview. 
508Jbid. 
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Figure 8-5. The Queens College Trio, circa early 1970s. Left, Gerald Tarack, Violin, 
Morey Ritt, Piano, and Alexander Kouguell, Cello. 
Courtesy of Alexander Kouguell 
Joel Mandelbaum 
(1932-) 
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" ... the governance structure of Queens College is a structure of strong presidencies and 
strong faculties when the president finds common cause with faculty. Clearly, the strong 
president, Saul Cohen and current president, James Muyskens, have made enormous 
differences and Klapper at the beginning. Part of it is that these are presidents who liked 
working with empowered faculty rather than nominating and bossing faculty around. "509 
-Joel Mandelbaum 
Joel Mandelbaum completed his undergraduate work at Harvard 
University, earned a Master of Fine Arts degree froni Brandeis University 
and the Doctor of Music degree in music theo:ry from Indiana University 
( 1961). His dissertation was the first work to focus on 19-tone equal 
temperament (microtonality).510 His appointment to the Music 
Department began in August 1961 initially as a one-year, non-tenure 
track position. This quickly changed, however, after receiving a 
permanent appointment to fill a void left by a departed faculty member 
during the fall semester of 1961.511 
Mandelbaum's initial duties entailed teaching seven sections of 
mus1c appreciation each semester as well as one introductory class for 
music majors in the sprmg. During his second year, his assignment 
included teaching courses for mus1c maJors, and his specialty, music 
theo:ry, which became increasingly his predominant area of teaching. In 
Mandelbaum's view, the Department was moving from a mus1c 
so9Joel Mandelbaum, faculty emeritus, interview with the author, April 5, 2011. 
SlOibid. 
Slllbid. 
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appreciation and mus1c education training school to a Department 
oriented toward graduate studies and top-level scholarship.s12 
During the spring semester of 1974, Lawrence Eisman approached 
Mandelbaum concerning running for election as chair for the up-coming 
fall semester. After winning the election, Mandelbaum continued 
Eisman's efforts to strengthen the morale within the Music Department. 
According to Mandelbaum, a key element toward the reconciliatory 
process necessitated modification in the election process of the Personnel 
and Budget Committee. (P & B).513 
While serving as chair during his first term, Mandelbaum was 
influential in persuading Saul Novack to serve as Dean of the Arts 
Division. Queens College President Murphy appointed Novack to this 
position, which availed him the opportunity and means to advance the 
needs of the Music Department. Mandelbaum also encouraged and 
supported faculty member Raymond Erickson for the same position after 
Novack's tenure. Erickson served in this capacity from 1993-2000.514 
Curriculum under Mandelbaum 
The (comprehensive) music curriculum of the Music Department 
continued under Mandelbaum. He desired to maintain the thorough, 
512Jbid. 
513Mandelbaum, interview. 
514Jbid. 
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focused, and demanding course offerings. 515 A major battle that 
threatened the curriculum during his first term as chair, however, 
resulted from the fiscal crisis of the time. In an effort to conserve money, 
the College president, Joseph Murphy, urged Mandelbaum to eliminate 
the Bachelor of Music program. This action would have destroyed the 
possibility for the Department to develop into a true school of music with 
professional training in musical performance. In order to maintain the 
program, Mandelbaum opted to make sacrifices in other areas of the 
Music Department. There were major cuts in the graduate adjunct 
appointments and complete elimination of all untenured members of the 
faculty. 51 6 
Curricular expansiOn under Mandelbaum's first term as chair, 
consequently, was not significant. A few new courses, however, became 
available . Under the classification of Elective Courses in Music History 
and Literature, a new course, Music 56 (Music in Non-European 
Culture), became available during the 1975 academic year. This course 
was an introductory survey of music in the non-Western world. Within 
this course, students heard demonstrations of non-Western instrumental 
and vocal music. Discussions focused on melodic and rhythmic 
characteristics and performance styles. The course met for three hours 
515Jbid. 
516Jbid. 
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per week and students received three credits. The prerequisite for this 
course included one course in Music 1 through Music 6 or Music 10.517 
Music 59 (Jazz History II: The Great Improvisers) was also added to this 
same course classification at the beginning of the 1976 academic year 
and also carried the same prerequisite and three credits.518 
Under the classification of Special Problems, Music 193 
(Independent Study I Instrument or Voice), became available at the start 
of the fall semester of 1976. Students had the opportunity to repeat the 
course for a maximum number of eight credits. However, a grade of B 
was necessary for continuation.519 
Musical Activities and Events under Mandelbaum 
The Queens College Choral Society ( 197 4-1978) 
Unfortunately, the Choral Society was not exempt from the fiscal 
crisis of the time and it became increasingly necessary for the Society to 
resort to other means of support. Conductor Carl Eberl announced that, 
due to the lack of monetary support from the College, the New York State 
Council recommended that the Society become independent.s2o The 
Choral Society disassociated itself from the College in 197 4 and became 
Sl7Queens College Bulletin for the fall and spring sessions 1975-1976, 259. 
Queens College Archives. 
SIS Queens College Bulletin for the fall and spring sessions 1976-1977, 217. 
Queens College Archives. 
519Jbid.' 222. 
520Zazula, 12 . 
242 
the Queens Choral Society.52 1 This separation, however, did not resolve 
all of the Society's monetary obligations. The City and Queens Councils 
did not prove to be a viable financial source of support during the 
separation from the College. Two Sunday matinee performances during 
the 1976-77 season were added with special monetary appeal to the 
community. The Society continued the following year through additional 
support from businesses and private donors solicited during the spring 
of 1977.522 See table 8-3 below for the choir's 1974-1978 seasons 
reflecting a widening choice of repertoire. 
521Jbid. , 12 . 
522Jbid. , 13. 
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Table 8-3 
Works Sung by the Choral Society from 1974-1978.523 
Year Date · 
1974 May 11 
Dec. 14 
1975 May 10 
Dec. 20 
1976 May 15 
Nov. 7 
Dec. 11 
1977 May 14 
Nov. 12 
Dec. 11 
1978 May 13 
Program 
Psalm 90 (Ives) 
Misa Criolla (Ramirez) 
Cannina Burana (Orff) 
Hymn to St. Cecilia (Britten) 
In Dulci Jubilo (Praetorius) 
0 Iuvenes (Rathaus) 
Ode for St. Cecilia's Day (Handel) 
Three Russian Folk Songs (Rachmaninoff) 
Mass for Mixed Chorus and Double Wind Quintet (Stravinsky) 
Alexander Nevsky (Prokofieff) 
Messiah (Handel) 
Peace (William Billings) 
Be Glad Then America (Billings) 
The Centennial Meditation of Columbia (Dudley Buck) 
Cakewalk Suite (Louis Gottschalk) 
I Have a Dream (Ellie Siegmeister) 
Concert Version of West Side Story (L. Bemstein) 
Messiah (Handel) 
Bundeslied Op. 122 (Beethoven) 
Rinaldo (Brahms) 
Nanie (Brahms) 
King Stephen (Beethoven) 
Highlights from Fledennaus (Straus) 
The Gypsy (Baron) 
Messiah (Handel) 
In Ecclesiis (Gabrielli) 
Mass in C Major (Mozart) 
Workshop in the Performance of Baroque Music 
During Mandelbaum's first tenure as chair in 1977, the graduate 
division in music presented a Baroque Violin Music workshop. The event 
523Ibid. , 22. 
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took place in the Music Department on January 8 and 9 of 1977 and 
featured distinguished Dutch violinist, Japp Schroder. The two-day 
workshop was devoted to stylistic and technical aspects of baroque 
music performance. Techniques discussed in the lecture sess10n 
included principles of bowing, rhythmic alteration, ornamentation, and 
improvisation. 524 Graduate studies advisor and harpsichordist Raymond 
Erickson, who had performed with Jaap Schroder, organized the event 
and involved several music majors. The Saturday session took place in 
Rathaus Hall and was devoted to a Lecture-Demonstration that involved 
techniques of improvisation and ornamentation. 525 
Raymond Erickson 
(1941- ) 
Erickson, who became the first Director of the School of Music, 
was born in Minneapolis, Minnesota and lived, mainly in a Chicago 
suburb, until age ten. After the family moved to Whittier, California, he 
began p1ano instruction with Margaret Lohmann, chair of the 
Department of Music at Whittier College in Whittier, CA. Erickson 
enrolled as freshman at Whittier College in 1959 to continue studying 
with Lohmann, and received the Bachelor of Arts degree (magna cum 
S24Qfficial Program, January 8, 1977. Program of Workshop in the Performance 
of Baroque Music. Copland School of Music Archives. 
525Jbid. 
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laude) with a major in music and a minor in mathematics. At Whittier, 
Erickson performed in many recitals, was soloist in the Schumann Piano 
Concert, and participated in Bach festivals originated by Lohmann at 
Whittier College. His interest in music history led to his enrollment in the 
doctoral program at Yale University, which did not require the Master's 
degree, and he received a Ph.D. in music history in 1970. His 
dissertation involved the design of a computer system for the analysis of 
Notre Dame polyphony from 12th century Paris. While at Yale, Erickson 
also had the opportunity to study harpsichord with American 
harpsichordist Ralph Kirkpatrick for three years. 526 
Two factors influenced his arrival in New York. First, he received a 
letter from Queens College Music Department faculty member, Barry 
Brook, who was interested in the use of computers for thematic 
cataloguing. Second, because of his dissertation work, Erickson received 
a fellowship at the IBM Research Institute for 1970 and 1971, where he 
worked with Stefan Bauer-Mengelberg, former assistant conductor of the 
New York Philharmonic, on Digital Alternate Representation of Musical 
Scores (DARMS). This was an encoding system for representing standard 
music notation on computers.527 
526Erickson, interview. 
527Jbid. 
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Erickson received appointment to the Music Department in the 
final semester of 1971. His assignment began under Eisman's chair, and 
mainly involved teaching music history of the medieval, Renaissance, 
and Baroque periods. Erickson credited Eisman for having a profound 
influence on his late career as director and dean. He stated: 
One thing I would like to say that I learned from Larry 
[Eisman] is that a good leader gives responsibilities to people 
to test them as potential leaders; to give them experience 
that will be useful should they be called upon to serve in a 
capacity such as chairman. Larry also greatly helped me as a 
teacher. 528 
Erickson ran for the chair position and subsequently elected in the 
spring of 1977 on the urging of his predecessor, Joel Mandelbaum. 
Erickson, however, previously received a fellowship from the Alexander 
von Humboldt Foundation in Germany for the academic year 1977-1978. 
Because he had to spend the year abroad, Mandelbaum became the 
temporary chair while he was away. 
As chair, Erickson continued to ensure that Queens College's 
excellent and rigorous Music Department was well-known throughout 
the country. Additionally, he was passionate about the idea that if the 
Department were truly evolving to a school of music, a steady stream of 
good talent would be necessary. For this reason, Erickson continued to 
nurture the idea proposed at various times by Novack, Kraft, and 
528Jbid. 
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Mandelbaum to have a preparatory mus1c school, and ultimately 
persuaded Eisman to build the program. 529 
Recognizing the competitive disadvantage the Queens College 
music program suffered by lack of endowed music scholarships, 
Erickson devised opportunities to raise funds for students. He initiated 
scholarship endowments in honor of Jack Castellini, Boris Schwarz, and 
Edward Downes, three faculty members who were about to retire or who 
had retired. Eisman headed the drive to raise funds for the Castellini 
effort. Erickson pioneered the Schwarz drive by reaching out to the 
Schwarz family who had close ties with world-famous violinist, Yehudi 
Menuhin. Menuhin agreed to be honorary chairperson of the Boris 
Schwarz Scholarship Fund and came to Queens College to give a recital 
(accompanied by Music Department faculty pianist Leon Pommers) and 
master class that generated radio and newspaper coverage in the greater 
New York area.s3o 
529Jbid. 
530Jbid. 
Dear Mr· Eric;k$b:h 
15 POND' SQUARE 
HlGHGATE VILLAGE 
LONDON No· 6B:A 
}'1r 'Henuhin has a ·sked me: "to thank y;m,t 
f'or your l .et·ter o :V' 2nd Oc,to·ber and 
:to.r your kind ·inv-itation :t) o him to. be .. 
come· Hon.dra:ry Chai;rtna~ . o;f: the Boris 
Schwarz, Sc·,&olc'(rsh{p Fund .. 
He. is happy· t :o accept .. 
Yours s ;iilcer.ely 
F.iona B'akins (Mrs} 
Secre-tary t o Yehudi Menuhin 
25th Octohe.r 'l979 
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Figure 8-6. Letter to Raymond Erickson, Chairman of the Music Department by Fiona 
Eakins, Secretary to Yehudi Menuhin. 
October 25, 1979 
Courtesy of Raymond Erickson 
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Edward Downes' involvement was an attempt on Erickson's part to 
think beyond the local. Downes was host of the Metropolitan Opera Quiz 
radio broadcast held weekly in the U.S. and Canada. For the Downes 
Scholarship Fund, Erickson put together a committee that included 
Leonard Bernstein, soprano Birgit Nilsson and (as Honorary 
chairperson), Friedelind Wagner (a member of the Wagner family who 
split with the pro-Nazi Wagner family and escaped to the United States). 
This group also went about raising considerable funds for Scholarships. 
The Texaco Corporation also sponsored the Metropolitan Opera radio 
broadcasts and was among the contributors to the Downes fund.531 
A School of Music 
"In these times, when almost all academic and artistic institutions feel forced to retrench, 
when publicly funded arts projects threaten to be haphazardly slashed, the creation of a 
new music school, an act that flies in the face of such circumstances, is imaginative, bold 
and courageous. "532 
-Hugo Weisgall 
Dean of Arts Saul Novack's dream of a School of Music came to 
fruition during Erickson's term. Several meetings and correspondence 
between Erickson and Novack resulted in a December 4, 1979 letter, 
which again brought the idea for a School of Music to the forefront. See 
figure 8-7. 
531Jbid. 
S32Hugo Weisgall, June 1981 commencement speaker, praising the idea for a 
School of Music. Copland School Archives. 
QUEENS COLLEGE 
ot T H!. CITY U H .'J Y ' B a I I 't Y 0 Y N! W Y 0 & IC 
F'LUS' HI · NO • N· £W YO' AIC' HJ6·.7 
» I A W 0 · F :r II a P A c. U. 10 'f 'Y 
D I Y I e J 0 -~ 0 • : T .... A . .. ·T. ~ 
Professox Raymond Erickson. 
n·epartment· o£ Music 
The ·college . 
Dear Ray: 
4· December. 197'9 
Sometime agO' the subjec·t: of the. Scho'ol of l'lusic cmne· up in. our con-
versation, and you asked me to · respond to·. you .in re.gard to the possibility 
and the viability qf e!'Jtaqlishing such a school at Queens Co-llege. At that 
t ·ime it was too difficult :to fo~t.e illimed:l,ately the· exact reason·s or circum-
stances f;or suggestmg· sucq 11- possibil;l:ty, The backgrou,nd· of: the department ' .s 
consideration of this: type of stru.cture is too compl~. . Therefore, .it w.as. 
necessary . for me t .o. delay such :a resppns.e: ·to you until I could c.leatiy fat'mulate 
specific. conce:p.ts .involved so · that the issues· might. be made. clear' .It i,s. un:-· · 
fortunate· that' some. years ago, our consideration for the establishmeiJ,t. of such 
a school was made difficult by the emergence of· vested interests and int·erdepart-
mental lack of unity· .fu the raisori. ·c:V~tre for su.ch a schooL. Some o£. ·our faculty 
argued against the. necessity for t .he establishment o( a Schoo], o~ Mus:i,c. Others 
could no.t come to a unified view :of the nature of tl:u~ str.uc.ture of a Scho·ol .o£ 
Mus·ic.. While they allowed the . entire mattet:: to rest for some time, the· emergence 
of the Towers Report indicating. specific recommendation .for restructuring of the 
College into yariou~ schools resu-lted in shelving .further consideratiQn by the 
Music Department. 
The. time is ripe: for a . new view< of the entire matter·. First 'qf aJl., 
our School .. of Music, has· been operating as :such in .many respects but name. The. . 
. Music Departments of City College: and Brooklyn College ar.e housed in, schools of 
performing arts-therefore, winning· f or themselves the identity which. is so 
valuable. We have lagged behind; and the Department of Music's truly professional 
• program is obscured·' .With t .he precedent actually fn, existence at two ·units, we-
surely can. argue that we must he given recognition for our superio;r professional 
program • . For examp.le, our. nearest rival, Brooklyn, offers .six semesters of pr.ivate 
inst:ruction, in contrast to o·ur ·eight. The comparative size and depth of our 
faculty, ·even ·without ~erlman and. Anieva·s . on full-time l ·ines·, secure furthe·r our 
profession!il.· q~a::1.ity aJ:¥1 reputation. 
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(figure continues) 
- 2 -
Profes.sor ;Raymond Erioks'On 4 December: J,.979 
Within Queens College spec:!.fic org;mizati.onal changes als9, m11ke 11. good: 
case at t,his tinie. The Department' of Library Science. was recently reorg;mized 
into a School of Library and· Information Studies. Ac·tually; .there wa!l· no re-· 
organization. Primarily, it, is ~ change of nam~. which was;. given to· tfle department 
iri view. cif the· fact that ~il;rr:ar:)l' SCience at most,. 'universities f a rec;ogn,;ized as· a 
school structure. Als.o pending is the establishment of tbe 1aw BchooJ,.. Therefot;e.; 
we find that with the School of law and the School of Library, Queei1!f College, 
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already P.a:s t:J:Iii!i. type o.f : organization' wh:l.ch can now absorb:. logicall:)T the establish-
ment· of aj:lother scbo.o;l. Presid.ej;lt <;:ohen, with, whom I have discussed ·this possibility ., 
finds· it most acceptable. and is ready to move pos.it,ive1y· :ahoulcl such .a proposal. reach 
his de.sk. 
Tied up with the. possibility or the School of Music iS the COiisideratiOil' 
!?-OW' bei'n:~ given to t?-~ .. ~st@,H¥l:p_n~t. ,of );he g;;.e.paratory program. I thinlt this. 
progralll is very impgrtant ' "imd' ~hcnrl:'d-'btnS:aiisidereaw.Ii:h:gr:eater'iirgency by the 
department• 
Since: Library se;i.enc~ aa a . departmen.t ~s .moved directly' into a schooi 
without any reo.rganization, we. need not now rely· on any ·vai::i'oua sub-,division& 
with associated r .epresentations as we. -did in our previous; consideration. . This 
particular problem caused a great deai of concern and, perhaps more· than any other 
.single· fact<;>r ~ong JI14ny, res~,tlted :i'Il, ·our prev:i:Ou!J failure ttr recommend a School 
o.f Music. 1 think. ;i.t is possible t 'o esta:l'llish .some ll!inima,l interqai, structure 
which would not in, any way cat1se ambiguity in the id~ntificat:to,n of t'actilt:y;, 
res.pons~bility and' .membership. 
As I lo.ok at the ·future from the vantage point of the position I have 
occupied for l!lCire than two yea·rs, it has. become apparent . to .me · that the· SchooL 
of Mus-ic would 'have offered. :great advantages in the past :few years. But let us. 
not 'look at the past. R~ther, :it 'is in the . future that t;he School of Music 
provides an ideat.ity which would serve our inte,rests in .. tl;\e best possible ways, 
At -the. same time,, the School. of ~sic w'Puld not 'in any way .les'S'en our.. function 
as a Department of Music located in a . 'liberal arts· institut.ion with a ful;L .com-
mitment. to liberal arts that characterizes. our past history. Our structure in 
regat:d td sal.~ry, title, appointrnEiJlt. promo~:ion ;md tenure would remain as of 
pt:esent, 
If the department :lo.6k8l favorably· at thiS. idea .• it: would be~ to: our beat• 
advantage ·to move very;, very, quickly· and decisively. ' Pl:ease don t t hesita.te 'to 
call upon me fo.r further conversation or discussion ·with ,members of' the depart.- · 
ment and yourself·. 
Sincereiy·• 
Saul Novack 
Dean of Faculty 
DiVision of. ):he Arts-
Figure 8-7. Letter to Raymond Erickson, by Saul Novack, Dean of Faculty, Division of 
the Arts. 
December 4, 1979 
Courtesy of Raymond Erickson 
252 
Following Novack's letter, Erickson produced a detailed proposal 
just~fying reasons for a School of Music based on the previous proposal 
from the early 1970s. Prior to the vote on his proposal, Erickson 
consulted with every faculty member and explained why the change was 
good for Queens College and the Music Department. The faculty voted 
favorably on the proposal in early spring of 1980. On May 1, 1980, the 
Undergraduate Curriculum Committee conducted debates on the 
proposal at their meeting before voting on its passage to the full senate. 
The Academic Senate at its meeting on May 15, 1980 ratified the 
proposal and the Department of Music became a School of Music at the 
end of that spring semester. 533 
533Jbid. 
,ucc Min. 5/1/80 - l 
4,. 11NDERGRADUATE CURRICUL!/!f. PROl'OSALS 
QUEENS: COLLEGE 
UNDERGRADUATE . COURSES . 
Major : ttemJJ 
Change _in title of the. Department . of Mus:l:c 
· Ptoposal: That the Department ,of Music of . Queens College be· ·re,-namecl' 
The School of .Music: of Queens College and that it consist of one dePartment;. 
. the Department. Of. Music; tba.t the faculty of 'The School of Music continue to; 
exerc:ise the functions no:w· exerc,ised as a department, i'. .e·., the elec.tio~. of: 
a chai't"Persori an~; a .Pet:sonnel & Budget Committee for gov.ernance; that, with 
the approval of the. President, the elected chairperson shall be designated 
Director of The School of Music, and that the Director of the Seltool .of· 
MUaic . shall. report to the Dean of tbe ·Arta Division and functidt\ as do all 
other cha1t'l>er.sons'. · · · 
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Figure 8-8. Minutes of Undergraduate Curriculum Committee for Change of Title of the 
Department of Music to a School of Music. 
May 1, 1980 
Courtesy of Raymond Erickson 
In order for the CUNY Board of Trustees to acknowledge the name 
change, Erickson modified the proposal m December 1980 and 
forwarded it to College president Saul Cohen, and to the CUNY Board of 
Trustees. The proposal stated that the Music Department had at its 
present state, corresponded more closely to a school of music than to 
strictly an academic department within a liberal arts college. An array of 
supporting evidence accompanied the document. College President, Saul 
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Cohen, responded favorably in a December 22, 1980, letter and pledged 
his continued support. 
Dean Saul N"ovack 
.Professor Raymond Erickson .. · 
Dear Saul and Ray: 
,· I .read the proposal. on ·thii ' Sehool of Music • . -r:::~:::m:!F 
. is. a superb exposition of vhat }~.siC:: has been. and nU QJ 
he to · Queens Collegi'!. 
. .. _.· · .. '.. . . ·- -· 
. A finishing . touch l!ight: be .a £i!1al. paragraph vhii:h. sp<.a~<s:., ; 
to. t:he establishment .of the S,ehool as evidence of 111y adininistra- .· 
tion's continuing collllllit¥nt to' the varioUs, I!Uaii2 degrees and 
grams at the College. Certainly as long •. as I am : President "" ·· n .. ,~ ...... 
Co.llege, . trt:f highest priority· ;ls,c til · 111ail:itain and enhanee the 
.role of· Music in the ll.fe . of the: College. oUr . alloCSction 
Me.llon faculty p'rofessorahipa o:· don't beli:eve that they are 
tioned elsevhere in t'fle · textl . 1.$ ·one ·lndieation . thiS. c. O..lli.tuat • 
. Moreover, ·aa soon as the .formal. decl:ston on the 
· ma.de, I vill leave no stones· untumed ' to• · 
'the building of a Music and Art facl:Uty .apprc)prialte. 
: <t.l.Utli.ty of, ouJ; fa.i;ulty and iltu~ents. 
·, For me, quality at Qu~ens .Coll,e~e b,egins·. nth 
epitome of excellence at tl:u• College, and the yardsdclt 
other · claims . to ·excellence mu8 ~ · he measured~; · 
Figure 8-9. Letter to Raymond Erickson, by Saul B. Cohen, Queens College President. 
December 22, 1980 
Courtesy of Raymond Erickson 
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Ascribing Aaron Copland's name came shortly after the 
Department's designation as a School of Music and was the idea of Saul 
Novack who felt that the decision would be unanimous and no one would 
reject honoring Copland. Faculty member Hugo Weisgall knew Copland 
very well and agreed to go to Copland and ask his permission to ascribe 
his name to the School of Music . In the spring of 1981, Erickson 
accompanied Saul Novack and Weisgall to Copland's home for the 
meeting. Copland was fascinated about the idea and agreed. There was 
opposition to the idea by some faculty members who felt that Rathaus 
was a better choice because of his direct connection with the 
Department's music traditions. Some faculty members felt that Aaron 
Copland was "such a lightweight."534 They could not deny, however, the 
fact that Copland was highly regarded as an American composer and 
very influential.535 Erickson once again consulted with faculty members 
prior to the re-naming vote and received a favorable outcome that 
semester.S36 An April 30, 1981 New York Times article stated the 
following: 
2011. 
America's musical community has been straining its 
collective imagination to figure out new and different ways to 
honor Aaron Copland, celebrating his 80th year. Queens 
College came up with a particularly original and enduring 
one this week when it renamed its music department the 
534Edward Smaldone, interview with the author, October 14, 2011. 
535Jbid. 
536Raymond Erickson, faculty emeritus, interview with the author, May 22 , 
Aaron Copland School of Music. "Aaron Copland symbolizes 
a coming of age in American music," Raymond Erickson, the 
school's head, said, "and this action symbolizes the 
development of music at Queens College over the last 10 
years. This is also the first time a school has ever been 
named after a living composer."537 
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At the June commencement exercises of that year, the College awarded 
Copland the honorary Doctor of Humane Letters degree, recognizing him 
as "America's most distinguished and beloved musical citizen and as a 
composer of wor ld stature and renown."538 
Figure 8-10. Aaron Copland accepting the honorary Doctor of Humane Letters degree at 
the June 1981 Queens College Commencement Exercises. From Left to Right: Emeritus 
Distinguished Professor Hugo Weisgall, Aaron Copland, and Queens College President, 
Saul B. Cohen. 
June 1981 
Aaron Copland School of Music Archives 
S37Bemard Holland, "College Names Division for Copland," The New York Times, 
C3 April 30, 1981. 
s3BDavid Bird, "Aaron Copland and Miss. Arroyo Honored at City U. 
Ceremonies," The New York Times, B7 June 4 , 1981. 
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The Aaron Copland School of Music began to formulate a series of 
celebratory events scheduled for the fall 1981 semester, which included 
performances by various faculty, alumni, and students. 
Curriculum under Erickson 
At the start of Erickson's term as chair, the two orchestration 
courses offered were reconfigured and slightly modified. Previously, 
Orchestration I dealt with arranging and orchestration for various 
instruments and full orchestra. At the start of the 1978 academic year, 
. the course acquired the new title as Music 131 (Principles of 
Instrumentation) and did not include comprehensive orchestration 
techniques. This was now reserved for Music 132 (Scoring for Orchestra 
and Band), which was designated as Orchestration II. Music 131 became 
a requirement for all music majors and necessitated permission from the 
Department or Music 124 as a prerequisite. Students met for three hours 
and received three credits for the course. Music 132 was required only of 
instrumental music education majors and recommended for students 
interested in advanced work in theory, composition, and conducting. The 
prerequisite for the course comprised of Music 131 or permission of the 
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Department. Students received two credits for the course and met for two 
hours per week. 539 
The 1979-1980 catalogue listed the requirements for student 
teaching. See table 8-4. 
Table 8-4. 
Student Teaching Standards Outlined-1979-1980540 
Standards for Admission to Student Teaching 
1. A minimum grade point average of 2. 7 in music major courses exclusive 
of electives, Bachelor of Music courses, and performance and ensemble 
courses. (111-1114, 121-126, 10, 131, 133-134, 135, 137) 
2. A 3.0 average in music education courses-Music 71, 72, 78, 79, 176, 1-
181, a grade ofB in Education 62.7. 
3. Satisfactory completion of all grades of Inc. in music and music 
education courses by completion of Education 62.7 
The Queens College/I.S. 227 Collaboration 
During Erickson's second year as chair, Queens College president 
Saul Cohen pioneered a project to establish a middle school with direct 
connections with the college. The school opened on September 10, 1979, 
in Corona, Queens, as the Louis Armstrong Intermediate School 227.54 1 
The short distance from the school to Queens College, (approx. 4 miles) 
539Queens College Bulletin for the fall and spring sessions 1978-1979, 247. 
540Queens College Bulletin for the fall and spring sessions 1979-1980, 276. 
541Lucille Armstrong granted permission to name the school after her late 
husband. 
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allowed for learning opportunities between the two institutions. 542 Music 
education students, for instance, ful£1-lled student-teaching requirements 
at the middle school without the need to travel far. Delson noted: 
The collaboration provides the possibility of teachers taking 
courses at the college free of charge; teachers having the 
assistance of student teachers; and parents using the 
college's family counseling services. 543 
The school did not have a zoning classification because it operated 
as a "Chancellor's School."544 Delson further stated: 
To the Chancellor[,] it represented his firm commitment to 
study some of the problems pervasive to urban education in 
the middle grades. To Queens College[,] it meant a direct role 
in teacher development, curriculum and methodology.545 
Several Queens College professors served as consultants for the school, 
and books and other supplies often came from the college campus. The 
curriculum, which included several classes in music, developed with 
input from the Queens College faculty.546 
Performance Activities and Events under Erickson 
As chair, Erickson followed the path set forth by Eisman in using 
performance activities and events as a means to keep the Department 
S42Delson, 57. 
543Jbid., 62. 
S44Chancellor's schools in New York City are specialized schools that operate 
solely from the office of the Chancellor. Unlike other public schools in the city, they do 
not have school boards or a community superintendent. 
545Jbid. ' 59 0 
546Jbid. ' 61. 
260 
and School of Music in the public domain. He accomplished this by 
organizing various faculty and student concerts in Manhattan, holding 
several interviews regarding the School of Music on numerous media 
broadcasts, and advertising all performances in the New York Times and 
the New Yorker Magazine. 
A Second Baroque Violin Workshop 
Erickson always felt that Queens College was the logical place to 
build a program in early music performance because students possessed 
a keen understanding of music history-unlike the conservatories-and 
the music library was by far the best in CUNY. On November 22 and 23, 
1980, he sponsored a two-day workshop in the performance of violin 
music of the German Baroque. This event was in cooperation with the 
Department of Musical Instruments of the Metropolitan Museum of Art. 
The featured artist for this event was once again violinist Japp Schroder, 
who played the first public performance on the Metropolitan Museum of 
Art's Stradivarius violin, nearly restored to Baroque condition. 547 The 
workshop was partly in a Master-Class format and Erickson provided 
harpsichord accompaniment. Students benefited greatly as they explored 
varied baroque techniques for the violin. 
S47Erickson, interview. 
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The Queens College Choral Society (1978-1981) 
During the summer of 1978, Erickson approached Eisman and 
asked if he would take over the Choral Society after Carl Eberl's 
retirement. Eisman accepted, but could not locate the card file with 
information for all Choral members. At the first rehearsal of the fall 1978 
semester, only three choral members attended.548 Eisman stated: 
• What happened was, it was a blessing ... we added some 
people and we were asked by the conductor of the Orchestral 
Society to do Beethoven's Ninth with combined choirs. In 
other words, he put three choirs together, the only one from 
Queens College, the Choral Society with 10 to 15 members, 
but we didn't have to put on a whole program. That was our 
first performance for the fall of 1978.549 
Funding and recruitment became a primary concern. Because the college 
began funding the ensemble again, the Society returned to its original 
name as the Queens College Choral Society. Monetary allotment from the 
College was not sufficient to sustain its existence during the late 1970s 
and 1980s. Thus for the first time, Eisman instituted the concept of 
collecting membership dues from all members.sso 
Under Eisman's leadership, the Choral Society thrived. Many 
former members returned and the Society readopted many of Castellini's 
traditions. Eisman stated, "Professor Castellini was my teacher, my 
548Eisman, interview. 
549Jbid. 
ssozazula, 14. 
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colleague and my inspiration. His traditions are those that I wish to 
perpetuate."551 
While maintaining much of Castellini's traditions, Eisman was able 
to institute his own ideas in an effort to advance the choir musically. He 
produced practice tapes for choral members, conducted auditions and 
sectionals, and used a professional orchestra for the fall concerts. 552 
Figure 8-11 . Lawrence Eisman Conducting the Queens College Choral Society-
Messiah Performance in Colden Auditorium, circa December 1880. 
551Jbid. , 15. 
552Jbid. , 16. 
At the Harpsichord is Prof. Paul Maynard. 
Aaron Copland School of Music Archives 
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Table 8-5. 
Works Sung by the Choral Society from 1978-1981.553 
Year Date Program 
1978 Dec 1, 2 Symphony No. 9 (Beethoven): 
Queens College Orchestral Society Concert with the Queens 
College Chorus and Choir 
1979 May 4 Te Deum Laudamus(Scarlatti) 
Gloria (Vivaldi) 
Dec. 15 Messiah (Handel) 
1980 May 18 Lord Nelson Mass (Haydn) 
Dec 29 Messiah (Handel) 
1981 May 16 Requiem (Faure) 
Chichester Psalms (Leonard Bernstein) 
Dec. 19 Messiah (Handel) 
Mandelbaum's Return (1981-1983) 
Mandelbaun attributed his acceptance for a second term as 
Director of the School of Music to the great support of the College 
president. He stated: 
I thought that Saul Cohen was a great president for Queens 
College. I had served under a president who frankly had it in 
for the Music Department and wanted to destroy us. I 
thought he made my life much harder than necessary when I 
was chairman for the first time. When we had a good 
president who was pro-music, and there was nobody around 
who wanted the chair, when Erickson approached me to 
consider another term, I thought to serve under Saul Cohen 
would be a special privilege and worth taking the job 
again.554 
553Jbid., 23. 
SS4Mandelbaum, interview. 
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Faculty member, Hubert Howe recalled Cohen as a great President for 
Queens College who maintained good relationships with the Mayor, 
Senators, and Governor of New York.SSS Mandelbaum recalled President 
Cohen's support by giving the Music Department three of five Mellon 
Foundation grants offered to Queens College for the purpose of hiring 
new faculty members while older professors were serving their last 
year.ss6 Cohen also encouraged Mandelbaum to involve his 
acquaintance, New York Senator, Emanuel Gold, in the day-to-day 
dealings of the Copland School of Music. Senator Gold at the time was 
the person in legislature coordinating plans for additions to the Queens 
College campus. His assistance in obtaining approval for the plans 
pertaining to the new music facility was vital. Consequently, Cohen felt it 
important for Gold to be aware of the importance of the music program. 
Having been mindful of Gold's musical background, Mandelbaum invited 
Gold to conduct Schubert's Rosamunde Incidental Music at a concert of 
the Orchestral Society. Mandelbaum stated: 
It was an appropriate and completely a legitimate way of 
keeping our state Senator, a musically literate citizen, aware 
of the value of our Orchestral Society. Enlisting Gold's help 
in getting approval for our new building was a separate (and 
later) effort, toward which I copied the parts of his 
undergraduate orchestration paper from Cornell, which Sen. 
Gold had given me years earlier. I informed him that I was 
going to produce orchestral parts and have him come hear 
sssHubert Howe , interview with the author, May 9, 2011. 
556Jbid . 
our orchestra play his piece. He thought it was a wonderful 
idea.557 
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During the modification stages of the plans for the proposed new facility, 
Mandelbaum recalled an important conversation with an architect 
regarding program planning for the new faculty: 
One of the architects who knew I was the Director of the 
Copland School of Music happened to run into me outside. 
He said, "Prof. Mandelbaum, since I see you here, would you 
do me a favor and speak to your faculty about their ideas on 
the following issue essential to program planning? We have 
analyzed who the principal users of the building will be, and 
they fall into three groups, your undergraduate music 
majors, your graduate students, and your faculty. What we 
need to know is whether you would like us to program 
separate spaces for the primary use of each of those groups." 
I answered immediately and emphatically, something like 
this: "I do not need to speak to my colleagues. They would 
tell you exactly what I am going to tell you now. From the 
moment they walk into the building in the morning until 
they leave it at night, we want the members of all three 
groups to mingle and run into one another as much as 
possible. Do not even think of programming separate spaces 
for them! "The architect acknowledged the fervor of my 
remarks and then quietly added, "It may interest you to 
know that we asked the same question of the Art 
Department and got the opposite answer."558 
This suggests that the administration and staff should be part of 
the planning process of this nature and moreover, the opportunity 
for faculty and students to "mingle" in a physical setting, as 
described by Mandelbaum, can lead to a means of meeting new 
people and build camaraderie. 
557Jbid. 
558Jbid. 
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Curriculum under Mandelbaum (2nd Term) 
The 1981-1982 catalogue indicated that Mandelbaum began his 
second term as Director of the newly formed Aaron Copland School of 
Music with an extensive faculty in the performance area. For the first 
time, the names of all of these personnel appeared in the college 
catalogue. Additionally, a Japanese instrument course enhanced the 
curriculum at the start of the fall 1981 semester. Music 193.1 
(Independent Study of Japanese Instruments) dealt with the study of 
instruments such as the Koto, Shakuhachi, and Shamisen. This two-
credit course required an interview and audition, and students had the 
opportunity to repeat the course for a maximum of eight credits. The 
course received support from the Japan Foundation and included public 
lecture-recitals.ssg Faculty member Henry Burnett, the first American-
born master of Koto and Shamisen, was the instructor for this course. 
Musical Activities and Events under Mandelbaum's 2nd Term 
The various musical activities listed in the 1983 catalogue 
concerning the newly established Aaron Copland School of Music 
included concerts, broadcasts, and lectures by students, faculty, and 
559Queens College Bulletin for the fall and spring sessions 1981-1982, 248. 
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groups-in-residence.s6o As a continued effort to contribute to the cultural 
life of the campus and community, the new Aaron Copland School of 
Music maintained these activities as an essential part of its growth. 
The Center for Preparatory Studies in Music 
The pilot program for the preparatory program began in the spring 
1981 semester and served junior and senior high school students with 
interest and talent in music. The program involved training in basic 
musicianship skills, ear training, and orchestra (or other ensemble 
experience for those who did not play an orchestral instrument). Music 
appreciation lectures aimed at parents involved mothers and fathers in 
their children's musical development.561 Paul Rudoff managed the 
program at the Caumsett Historic State Park562 in Long Island, New 
York.563 
Several faculty members at the ACSM felt that the School of Music 
would benefit from a preparatory school because it would be a source for 
well-trained young musicians. Additionally, since the city had few K-12 
music programs, a music preparatory school would benefit the Borough 
and the City by providing a music education to talented young people 
S60Jbid ., 159. 
S61From Raymond Erickson's proposal for a School of Music. December, 1980 
S62New York State acquired this historic park in 1961 . The former Marshall Field 
house is located within the park and previously leased by Queens College for various 
activities. 
s63Eisman, interview. 
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who showed interested. The Center for Preparatory Studies in Music's 
(CPSM) first goal statement emphasized the desire that the program be 
inexpensive and accessible.564 
Erickson and Mandelbaum insisted that Eisman run the program 
because he possessed the keen ability necessary in dealing with young 
people. They also felt that Eisman was equipped with a talent for 
administration to a degree rarely found among academics. Eisman 
accepted the challenge and moved the program to the College campus in 
the fall of 1981.565 He appointed junior faculty member, Edward 
Smaldone, as his associate in the early 1980s. This allowed Smaldone to 
acquire administrative skills, which proved beneficial when he later 
assumed the position as director of the ACSM in 2002.566 In 2008, the 
college felt it appropriate to re-name CPSM after its founder; the 
Lawrence Eisman Center for Preparatory Studies in Music (LECPSM). Over 
the years, the program has grown in size and quality, from a small 
performance program consisting primarily of piano lessons, Suzuki 
strings, and a few musicianship classes, to a comprehensive music 
program including private lessons on all instruments and voice , eight 
levels of musicianship, chamber music, jazz, and three orchestras. Many 
564Jbid. 
565Jbid . 
566Smaldone, interview. 
269 
LECPSM students have enrolled at the ACSM and faculty members often 
work collaboratively in the program. 567 
S67Eisman, interview. 
CHAPTER NINE: 
1984-2002 
Nineteen Years under the Directorship of 
Rufus Hallmark and Hubert Howe 
Rufus Hallmark (1984-1989); Hubert Howe (1989-1998) 
Rufus Hallmark (1998-2001); Hubert Howe (2001-2002) 
Figure 9-1. 
Rufus Hallmark 
Copland School Archives 
Figure 9-2. 
Hubert Howe 
Copland School Archives 
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Rufus Hallmark and Hubert Howe alternated leading the ACMS 
during the 1980s and 1990s. The College celebrated its 50th anniversary 
in 1987 and a major component during the nineteen-year period under 
the directorships of these men was the planning, moving, and settling 
into the new music facility, which provided the means to better equip the 
Aaron Copland School of Music to meet its growing needs. 
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Several ACSM faculty died during this period including music 
educator and organist DavidS. Walker568 (December 7, 1994),569 former 
chair and Dean of Arts and Humanities, Saul Novack (March 4, 1998),570 
harpsichordist and Vocal Ensemble-Collegium director, Paul Maynard 
(June 10, 1998),571 and oboist Ronald Roseman (February 10, 2000).572 
However, a number of new appointments resulted in further growth, 
particularly in the area of performance. In addition, the College's 
acquisition of the Louis Armstrong House and archives resulted in efforts 
to promote Armstrong's legacy, provide the public access to the 
collection, and stimulate formation of a Master of Arts in Jazz 
performance. 
Rufus Hallmark 
(1943-) 
Rufus Hallmark is an accomplished tenor, singing throughout his 
life. After receiving his Bachelor of Arts degree from Davidson College in 
Davidson, North Carolina in 1965, he opted not to pursue a career in 
568Walker was a famous music educator whose elementary school music text 
books were perhaps the most widely used in the U.S. 
569American Guild of Organists Queens Chapter [Intemet] (accessed November 
1, 2011) available from http:/ fwww.queensnyago.org/history.html. 
570A1lan Kozinn, "Saul Novack, 79; Nurtured Queens College Music," New York 
Times, March 12, 1998. 
571Qfficial Program, February 22, 1999. Program of Gala Concert in Memory of 
Paul Maynard. Copland School of Music Archives. 
S72Tribute to Teacher, Life of Music [Intemet] (accessed November 6, 2011) 
available from 
http:/ fwww.yaleherald.com/archive/xxix/2000.04.21/ae/p12roseman.html. 
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performance, but decided to explore his love for music history by 
enrolling in the graduate division of Boston University's College of Fine 
Arts. In 1967, he received the Master of Arts Degree in Musicology from 
Boston University and, in 1974, a Ph.D. in musicology from Princeton 
University. His dissertation examined the sketches for Robert 
Schumann's song cycle Dichterliebe. 573 Hallmark published several 
articles on the songs of Schumann and Schubert in journals, conference 
reports, and books, and produced editions of Schumann's song cycles 
Dichterliebe and Frauenliebe und Leben. He is also editor of German 
Lieder in the Nineteenth Century (1996; rev. 2009).574 In addition to giving 
many vocal recitals, he soloed with the Boston Camerata for five 
seasons.575 His recital in smgmg Schubert's Winterreise with colleague 
Charles Burkhart at the Aaron Copland School of Music was highly 
praised by both faculty and students.576 
Hallmark taught at Brown University in Providence, Rhode Island, 
the Massachusetts Institute of Technology (MIT) In Cambridge, 
Massachusetts, and at The College of the Holy Cross in Worcester, 
Massachusetts. During his tenure at MIT, he met Copland School of 
Music Director, Raymond Erickson at a harpsichord recital and Erickson 
573Rufus Hallmark, interview with the author, October 20, 2011. 
574Profile: Rufus Hallmark-Music History [Intemet] (accessed October 21, 20 11) 
available from http: I lwww.masongross.rutgers.edul musilfacululty I rufus-hallmark. 
575Jbid. 
576Hallmark, interview. 
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later encouraged Hallmark to apply for a vacancy at the Copland School 
of Music for January 1981.577 Hallmark subsequently received the 
appointment under one of the three Andrew W. Mellon Foundation 
grants previously designated to the Aaron Copland School of Music by 
past Queens College President Cohen.578 The grant enabled him to work 
with a senior faculty and teach a reduced load consisting of Music 
Appreciation, History Survey for music majors, electives, and master's 
level courses.579 
Hallmark became a strong candidate for the directorship of the 
Aaron School of Music after his predecessor, Joel Mandelbaum, 
entrusted him with the monumental administrative task of planning the 
events surrounding receipt of the Karol Rathaus estate in 1983. Although 
a junior faculty member, his display of outstanding leadership resulted 
in his nomination and election for the directorship, which he began on 
January 1984.580 
Faculty appointments accomplished under Hallmark's tenure as 
chair included the hiring of prominent Scottish composer and conductor 
Thea Musgrave in fall of 1985 and violinist Daniel Philips in fall of 1988. 
Musgrave's noted compositions include The Seasons, Rainbow, Black 
Tambourine (for female voices, piano and percussion), and the operas The 
577Jbid. 
S78Erickson, interview. 
S79Hallmark, interview. 
580Jbid. 
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Voice of Ariadne, A Christmas Carol, Mary Queen of Scots, and Harriet: 
The Woman Called 'Moses.' She has also composed for solo clarinet, 
French horn, and viola, and produced several orchestral pieces.ss1 
Musgrave became a distinguished professor on the faculty and 
contributed significantly to the theory curriculum. 
Phillips is a renowned violinist who performed as soloist with 
several leading symphonies and has appeared regularly at the Santa Fe 
Chamber Music Festival in Spoleto-USA (Charleston, SC) and at the 
International Musicians Seminar in Cornwall, England. His recordings 
include a string quartet for SONY, which features Gidon Kremer, Kim 
Kashkashian, and Yo-Yo Ma. 582 His addition to the faculty served as 
another means of attracting advanced violinists to the ACSM. 
A New Music Facility 
Hallmark primarily focused on matters concerning the building of 
the new music facility during his 1984-1989 tenure as director of the 
Aaron Copland School of Music. Through the efforts of past College 
President Saul Cohen and state legislature, Senator Emanuel Gold, the 
SB lJennifer Barnes. "Musgrave, Thea." In Grove Music Online. Oxford Music 
Online,http:/ jwww.oxfordmusiconline.com.ezproxy.bu.edujsubscriber/articlejgrove/m 
usic/ 19399 (accessed October 1, 2012). 
SB2Aaron School of Music Faculty [Internet] (accessed October 1, 2012) available 
from http:/ jqcpages.qc.cuny.edu/musicjindex.php?L=2&M=132. 
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state approved the plans for the new building in 1985.583 Hallmark 
became the liaison with the City University of New York (CUNY) entrusted 
in the handling, planning, and work for the new facility . 
In an effort to involve the faculty with the new music facility 
project, Hallmark scheduled voluntary Saturday staff meetings with 
architects and engineers allowing the opportunity for faculty input. These 
meetings became a source for building engineers to gather faculty 
concerns and the best means of resolving them. The collaborative efforts 
resulted in varied design ideas and produced an environment of 
teamwork and camaraderie among the staff. Hallmark stated: 
You know, one of the wonderful things about the Copland 
School of Music was how everyone felt part of the scene; 
people liked each other .. .It may be trite to say this; but, I've 
always said to other people that the music faculty and staff 
at Queens were like a family .584 
The faculty favored a design for the new music facility produced by 
noted architect Robert Marquis. Marquis had previously designed several 
structures, which included suburban houses and academic buildings 
such as the facility for the School of Music at Stanford University.sss He 
produced what the Aaron Copland School of Music faculty felt was an 
impressive and functional design tailored to the needs of the music 
program. On a visit to Copland's home during the fall of 1985, Hallmark 
583Howe , interview. 
584Hallmark, interview. 
585Howe , interview. 
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brought the plans for the new facility to Aaron Copland for viewing. See 
Figures 9-3, 9-4 , and 9-5. 
Figure 9-3. Original design for the new Aaron Copland School of Music Building 
produced by Architect, Robert Marquis. ss6 Circa 1985. 
Aaron Copland School of Music Archives 
5B6Major changes occurred to this design to reduce cost. 
277 
Figure 9-4. Aaron Copland reviews plan for the new music facility with Saul Novack. 
December 17, 1985 
Aaron Copland School of Music Archives 
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Figure 9-5. Aaron Copland School of Music Director, Rufus Hallmark showing Aaron 
Copland the model for the new music facility , December 17, 1985 at Copland's home in 
Peekskill, NY. 
From left to right: Rufus Hallmark, Queens College President, Shirley Kenny, David 
Briskin (Queens College alumnus and Copland's assistant), and Saul Novack. 
Aaron Copland School of Music Archives 
Although Mandelbaum influenced the arrangement of offices and 
classrooms in the new facility, which allowed for intermingling between 
faculty and students, ACSM's former audio engineer, David Barnes 
attended to technical details during the building process. Barnes 
carefully studied the plans and learned everything concerning the 
electrical and physical engineering of the structure. He voluntarily 
conducted bi-weekly inspections to insure that all matters were properly 
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coordinated. By doing so, several inadequacies surfaced and eventually 
corrected. 587 Hallmark's initial tenure as Director ended at the 
conclusion of the 1989 spring semester, shortly before the move into the 
new music facility in fall 1991. 
Acquisition of the Louis Armstrong House and Archives 
World famous trumpeter Louis Armstrong, originally from New 
Orleans, Louisiana, lived in Corona, Queens, NY with his wife, Lucille 
from 1943 until his death in 1971. In 1977, his house was designated as 
a National Historic Landmark.588 Upon her death in 1983, Lucille 
bequeathed the house and all of its contents to New York City and to the 
Louis Armstrong Educational Foundation. New York City designated 
Armstrong's house as a City of New York Landmark in 1983. In 1987, 
The City felt it appropriate to turn over Armstrong's house and all of its 
contents to Queens College.589 Armstrong's wife previously stipulated 
that an institution of education should receive Louis' materials to foster 
new interests, creativity, and support, and elevate an awareness of 
jazz. 590 The College assumed full responsibility for the preservation and 
restoration of Armstrong's house and later moved all archival materials 
SB7Hallmark, interview. 
SBBGregory Jackson and Bonita Flores, "Louis Armstrong: At Home in Queens," 
Notes: The Louis Armstrong House Newsletter 1, no. 1. 
589Jbid. 
590Gail Hightower, interview with the author, April 1, 2011. 
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to the College campus in the Benjamin S. Rosenthal Library. Queens 
College President, Shirley Strum Kenny, a strong supporter of jazz, 
stated, "Queens was and is home to many jazz artists, and we can think 
of no more appropriate place for jazz materials than here ... "591 
Figure 9-6. Louis Armstrong in front of his house in Corona, Queens 
Circa 1960s. 
Louis Armstrong Archives, Rosenthal Library, Queens College 
S91Shirley Strum Kenny, Speech at Louis Armstrong Archive Dedication, 
September 5, 1991. Louis Armstrong Archives, Queens College. 
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Shortly after acquiring Armstrong's house, the College sought to 
involve The Aaron Copland School of Music with its operations. At a 
faculty meeting during fall of 1987, Hallmark and staff elected Copland 
School faculty member Gail Hightower as acting director of the 
Armstrong house and archives. President Kenny stated on October 19, 
1987: 
Under th_e directorship of Gail Hightower, the College will 
operate Armstrong's former Corona home as a memorial to 
the legendary jazz trumpeter's life and work. The home and 
archive will form an essential component to the Aaron 
Copland School of Music, which is currently enlarging its 
curriculum ... 592 
Figure 9-7. Gail Hightower of the Copland School of Music 
Louis Armstrong House Director, 1987. 
The Louis Armstrong House Museum 
592Jackson and Flores, "Queens College Preserves The Legacy of Louis 
Armstrong," Notes: The Louis Armstrong Newsletter 1, no. 1. 
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Hightower, a bassoonist, arts administrator, and manager 
possessed a keen knowledge and commitment to music and Black 
artists. These attributes made her the ideal choice to direct the 
operations and programs, and create a museum and archive celebrating 
Louis Armstrong's life. 593 In addition to her obligations at the ACSM, 
Hightower founded and managed the Universal Symphony Orchestra. 
This New York-based organization was a multi-cultural, multi-ethnic 
orchestra, which consisted of distinguished musicians. 594 As a means of 
spreading Louis Armstrong's legacy, she focused on community outreach 
in conjunction with public programs.595 Hightower subsequently worked 
with academic colleagues and city organizations, such as the Department 
of Cultural Affairs, to organize concerts, conferences, tours, public 
lectures and demonstrations, and programs for schoolchildren that made 
use of the Armstrong house. Hightower stated: 
I really was the spirit behind the Armstrong House and 
Archive at Queens College. I really was and I say it very 
modestly because it's true ... I created a program and the 
program was to bring Louis' legacy before the community. It 
was also to spearhead a relationship between young people 
and jazz music.596 
Projects Hightower initiated proved to be successful in spreading 
Armstrong's legacy. She collaborated with personnel from the 
593Jackson and Flores, "Gail Hightower: Armstrong House Director," Notes: The 
Louis Annstrong Newsletter 1, no. 1. 
594Jbid . 
595Hightower, interview. 
596Jbid. 
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Smithsonian Institute to gain knowledge relevant to preservation matters 
and devised a traveling exhibition of Armstrong's photos, which featured 
several never-before-seen pictures from Armstrong's personal collections. 
This endeavor, designated as Pops on Tour, Louis Annstrong: An 
Introspective View, began at the Louis Armstrong Middle School, also in 
Corona, and circulated to different locations throughout Queens. The 
tour provided communities with an understanding of Armstrong's life 
and times.597 
On May 6, 1988, Hightower organized a performance comprised of 
former Armstrong band-mates and other jazz greats. This performance 
also took place at the Louis Armstrong Middle School and served as a 
tribute to Armstrong's life. A pre-concert dinner for the artists, special 
guests, and community officials preceded the performance at 
Armstrong's house. 598 See figure 9-8. 
S97Jackson and Flores," Pops On Tour," Notes: The Louis Armstrong Newsletter 1, 
no. 1. 
S98Jackson and Flores, "Satchmo Tribute," Notes: The Louis Armstrong 
Newsletter 1, no. 1. 
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Figure 9-8. In the living room at Armstrong's house. 
Musicians who performed for Armstrong's Tribute Concert, May 6, 1988. 
Lower Center: (L) Milton Hinton, (R) Red Prysock; Back Row: (L) Dizzy Gillespie, Howard 
Bill Davis, Howard Brofsky,599 Oliver Jackson, Eddie Preston, Attila Zoller, Duke 
Jordan, Harold Owsley, Frank Wess, Jimmy Heath,600 Walter Perkins, Arthur Prysock, 
Amell Shaw 
Louis Armstrong Archives, Rosenthal Library, Queens College 
A maJor benefit event devised by Hightower for the Louis 
Armstrong Project occurred on the evening of Friday, June 24, 1988, at 
Carnegie Hall. This sold out function-designated as For the Love of 
Louis: A Benefit for the Louis Armstrong Project at Queens College-
included an array of world-class jazz musicians.60l The event brought 
forth proceeds of over seventy-thousand dollars allocated for the 
599ACSM faculty. 
600Jbid. 
60lHerb Boyd, "Jazz Greats Remember Late Louis 'Satchmo' Armstrong," New 
York Amsterdam News, July 16, 1988, 24. 
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restoration and preservation of Armstrong's House and archive, and for 
ACSM scholarships. 602 
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Figure 9-9. Program cover of Benefit Concert for Armstrong House and Archives 
June 24, 1988 
Louis Armstrong Archives, Rosenthal Library, Queens College 
602Jackson and Flores, "JVC Jazz Festival Opens With Louis Armstrong 
Gala .. . All-Star Salute Is Huge Success," Notes: The Louis Armstrong Newsletter 1, no. 1. 
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The effort to pass traditions of jazz and jazz education to school-
age children resulted in Hightower forming a series labeled, Pops is Tops. 
This series provided the opportunity to nurture and highlight the talents 
of young musicians. It featured frequent youth jazz concerts in the 
Armstrong House garden as well as exposing youths to performances of 
renowned jazz musicians. Hightower stated: 
I gathered up all of these kids that had already evolving 
careers that dealt with the genre, brought them in; had 
hundreds of kids come into the garden at the house and we 
would have these concerts .. .I realized when you see the 
picture of Pops sitting on the steps of his house with his 
trumpet and a kid from the neighborhood, you can see what 
he envisioned. 603 
Figure 9-10. Louis Armstrong on the stoop of his Queens home with neighborhood 
children. 
Louis Armstrong House Museum 
603Hightower, interview. 
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Hightower maintained her role as acting director until the permanent 
appointment of Julian T. Euell in September of 1990. Euell, a former jazz 
bassist, previously directed the Oakland Museum in Oakland, CA and 
worked as Assistant Secretary for Public Service at the Smithsonian 
Institution.604 
Curriculum under Hallmark 
During Hallmark's initial directorship, the curricular offerings did 
not change significantly in comparison to other programs that enriched 
the ACSM. However, Music 215 (The Art of Keyboard Accompaniment), 
previously designated as Music 89.3, began to be required of Bachelor of 
Music students majoring in piano. Additionally, Music 120 (The Art 
Song); Music 216 (English-Language Diction in Vocal Music); and Music 
217 (Foreign-Language Diction in Vocal Music) all became a requirement 
for voice majors.605 These new requirements also stipulated students to 
complete a minimum of two semesters in each of two foreign languages 
chosen from Italian, French, or German.606 
The appointment of prominent jazz saxophonist-composer Jimmy 
Heath to the faculty in fall 1987 popularized the jazz course offerings and 
formed the basis for the expanded jazz program and its recognition 
604"New Director Named to Louis Armstrong House," The New York Voice, 
September 15 , 1990. 
605Queens College Bulletin, 1984-1985, 163, Queens College Archives. 
606Jbid. 
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beyond the ACSM. Previously, Brofsky and others taught undergraduate 
jazz history and ensemble courses. Upon Heath's assignment to the staff, 
he taught composition, arranging, and saxophone, and developed a big 
band, which became a one-credit course. The jazz faculty expanded to 
include other prominent artists such as Donald Byrd and Sir Roland 
Hannah, the latter chosen for his distinct ability to bridge the gap 
between European classical music and jazz. 607 
The acquisition of the Louis Armstrong House and Archives and 
growing popularity of the jazz program led to the formation of a master's 
program in jazz performance in1988.608 Through the efforts of Hallmark, 
Heath, Brofsky, Byrd, Hannah, and newly appointed orchestral 
conductor Maurice Peress, the program and its curriculum developed 
and thrived. Required courses included Jazz Harmony, Jazz History, Jazz 
Composition and Arranging, Jazz Improvisation, Jazz Ensembles, and 
private lessons. 609 
607Jimmy Heath, interview with the author, October 17, 2011. 
60BHowe , interview . 
609Queens College Graduate Bulletin, 1988- 1990, 107, Queens College Archives. 
Figure 9-11. Jimmy Heath, Professor of Music, 1988 
Aaron Copland School of Music Archives 
Performance Activities and Events under Hallmark 
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The Aaron Copland School of Music maintained its many 
performance activities during Hallmark's initial tenure as director. The 
addition of the newly formed Master of Jazz degree produced additional 
performance opportunities for students and faculty through jazz combos 
and the newly formed big band that performed one concert per 
semester.6IO The appointment of orchestral conductor, Maurice Peress in 
610Heath, interview. 
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1984-together with a developing full time performance faculty-
advanced the performance level of the College Orchestra. 611 Peress served 
as assistant conductor for the New York Philharmonic in 1961, under 
Leonard Bernstein. He held conducting positions in Texas with the 
Corpus Christi Symphony Orchestra in 1962 and with the Austin 
Symphony Orchestra in 1970. After leaving Texas in 1974, Peress 
conducted the Kansas City Philharmonic until 1980. He is also an 
authority on American Music and author of Dvorak to Duke Ellington: A 
Conductor Explores America's Music and Its African-American Roots. He 
worked with Duke Ellington in 1969-1974 on various symphonic 
orchestrations such as Suite from Black Brown and Beige, and Queenie 
Pie.612 
As the College Orchestra progressively improved its status under 
Peress' baton, it became the primary large symphonic ensemble at the 
College and eventually in the Borough of Queens, eliminating the need 
for the Orchestral Society in 1986. Orchestral performance repertoire 
often included Peress' own arrangements of Duke Ellington's pieces and 
compositions by Jazz faculty member Jimmy Heath, featuring students 
from the Master in Jazz Performance program.613 Hallmark stated: 
611Maurice Peress, interview with the author, August 29, 2011. 
612Ibid. 
613Ibid. 
I should mention in terms of performance, Maurice Peress is 
a good conductor and protege of Bernstein. He also worked 
hard on historical projects ... He's done wonderful things with 
the orchestra. 6 14 
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Figure 9-12. Maurice Peress, Aaron Copland School of Music Orchestra Director 
May 1985 
Aaron Copland School of Music Archives 
Hubert Howe 
(1942- ) 
Hubert "Tuck" Howe is a composer of electronic and instrumental 
music. He began musical studies on the oboe at an early age while 
growing up in Los Angeles, CA. He received the Bachelor of Arts, Master 
of Fine Arts, and Doctor of Philosophy Degrees from Princeton 
614Rufus Hallmark, interview with the author, December 5, 2011. 
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University. 6l5 While at Princeton, Howe studied with Milton Babbitt, 
Godfrey Winham, and J.K. Randall. From 1970 through 1979, he served 
as President of the League of Composers-International Society for 
Contemporary Music (U.S. Section).616 In addition to numerous electronic 
musical compositions, Howe has written four symphonies, three chamber 
concertos, a trio for clarinet, cello and piano, various piano pieces, and 
others. He taught at Juilliard and served a one-year Endowed Chair 
position in Music Theory and Composition at the University of Alabama's 
College of Arts and Sciences during the1988-1999 academic year.617 
His forty-four year tenure at Queens College began with his 
appointment to the Music Department in 1967. He taught Music 
Appreciation, Theory I, Sight Singing, and Keyboard Harmony, and 
established an electronic music studio at the College in 1969. As a 
member of the International Computer Music Association, Howe directed 
the International Computer Music Conference at the College in 1980. He 
played a crucial role in the move into the new music facility.618 
615Howe, interview. 
616Hubert Howe [Internet] (accessed May 11, 2011) available from 
http:/ jwww.societyofcomposers.org/ members/ HubertS.HoweJr. /. 
617Howe, interview. 
618Jbid. 
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Role and Move into New Music Facility 
Howe became involved with the new music facility project under 
Hallmark's Directorship. In 1986, he joined the committee-for the project 
and, because of his expertise in acoustics and building-related matters, 
he quickly became its central force. 619 Howe became the committee 
member designated to attend meetings with architects and contractors. 
In the midst of this work, he accepted the one-year distinguished chair 
position at the University of Alabama. During his absence, Hallmark and 
the committee carried on, but eagerly anticipated his return and elected 
him as director upon his arrival in 1989.620 Howe initially served in this 
capacity from fall 1989 to 1998. He stated: 
My main goal then was really to get the new music building 
done and move into it. We were still in Rathaus Hall in 1989 
and 1990. In 1991, the building was looking like it could 
have been done. They wanted to hold us off for another year. 
I got them to compromise to let us move in the fall of 
1991.621 
Upon moving into the new music facility at the start of the 1991 
academic year, the staff encountered various problems that were 
eventually rectified. These included necessary modification to the air 
conditioning system and facing the reality of an incomplete concert hall. 
Through the insistence of faculty members David Walker and Paul 
619Jbid. 
620"Copland School Head," New York Times, August 19, 1989. 
621Howe, interview. 
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Maynard, the concert hall would receive an authentic Baroque-style 
tracker-action organ.622 The Gene Bedient-Organ builder-Pipe Organ 
Company in Lincoln, Nebraska, constructed the pipe organ specifically 
for the ACSM, which is set back above the stage. Maynard insisted that 
the building and design of the instrument reflect seventeenth century 
North German organ regulations.623 Bedient explained: 
The organ is comprised of 36 speaking stops and 50 ranks of 
pipes. All pipes are made of hammered alloy of high lead 
content. The organ is pitched at A=440 and is tuned 
according to the temperament of Volatti. Wooden pipes as 
well as the organ case are made of white oak. The pipe 
shades are made of basswood. The key action is of the 
suspended type as designed and used by the North German 
Baroque builders. The stop action is mechanical. 624 
While the concert hall accommodates the full sound of the organ, 
its construction also enables it to be available for many performing 
groups at the ACSM. The sophisticated acoustical features, as planned 
by Marquis and acoustician Peter J. George, include adjustable sound-
absorbing drop curtains to achieve the most favorable acoustics for each 
performance.625 In commenting about the concert hall, Edward Rothstein 
of the New York Times indicated: 
622Hallmark, interview. 
623Gene R. Bedient, Organ builder, Specification memo of the Aaron Copland 
School of Music Organ, Sept. 2004. 
624Jbid. 
625Howe, interview. 
The hall is a handsome and impressive addition to the city's 
musical life; it may even lure artists and audiences from 
outside its own neighborhood.626 
Figure 9-13. Aaron Copland School of Music Concert Hal1627 
March 8, 1992 
Music Library 
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An inauguration performance took place on Sunday, March 8, 1992, 
following completion of the hall and installation of the organ. The 
program featured works by Aaron Copland and faculty member Thea 
Musgrave. 628 
626Edward Rothstein, "Trying Out the New Hall at Queens College," New York 
Times, March 10, 1992. 
627The hall became the Samuel J. and Ethel LeFrak Concert Hall, because of their 
generous contribution. 
62BAllan Kozinn, "Queens College builds Sanctum in Pandemonium," New York 
Times, March 4, 1992. 
Figure 9-14. Faculty members Donald Pirone and Morey Ritt Performing Aaron 
Copland's' Danz6n Cubano, for two pianos 
Concert Hall Inauguration Performance, 
Sunday, March 8 , 1992 
Music Library 
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Organist for the organ dedication portion was William Porter, previously 
on the faculty at New England Conservatory.629 
Aaron Copland Schriol of Music, Qileens_.Colleg~/Gt:J1'!! 
presents: 
INAUGURAL ORGAN RECITA,L 
Wll,LIMI PoliTER, ORGAN 
Sunday; September 20, 1992 .ai 4. pm 
------· 
Dietrich BILU:Chude Toccaia ,in FNi:Ijor, BuxWV 15(i 
Thre.e Chorale Preludes 
Gott der Vater 1iJohr1 uns bel., BuxWV 190 
Von Gott ivillich niC.ht la.~$fln, }3iiXWV 220 
Von Gott will ich .nicht [(lssen,. B1ixWV 22'1 
Toccata. in.D-Mtnor, BuxWV 155 
linptovi~atiori, on a s\lbmitted theme 
Nicolaus Bi-.:ihns Praeludium .in G Mlljor 
Intermission 
Shirlcy Strum.Kcnny, President, Qu~;ens. C(Jilege 
Hubert S, Howe; Jr., Direct:c:ir, Aaron CoplamlSdwol ofMusic 
LuiS Cancel, Cmnmlssioner,.New York City Department. of Cultural Affairs 
Gene Bedient, Bedientl>ipe Organ Company 
Johaun Sebastian Bach A lie in Gott in der lloh .sei Eltr,. BWV 662, 
il ·canto fi!rmo nel .wprano 
1'rio super Allein Gott in der Hoh sei Ehr. BWV 664 
Allein Gott in· der Huh sei Ehr, BWV 663, 
il canto feril~o nel.t.enore 
Pas$acaglia and flq~ll!! in CMirwr. BWY S82 
--------------~ 
. Figure 9-15. Program of Organ Dedication 
September 20. 1992. 
Aaron Copland School of Music Archives 
629Hallmark, interview. 
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The new home for the Aaron Copland School of Music includes 
features that accommodate continued growth and complements the 
seriousness and sophistication of the music program. Facilities include 
thirty-nine practice rooms, many classrooms, and choral, orchestral, and 
ensemble rehearsal rooms. There are instrumental storage facilities , a 
professional-quality recording studio, rooms for archival storage, a state 
of the art music library, a computer- music studio, and an electronic 
music studio. For the first time in its history, faculty members began to 
enjoy the comfort of occupying a private office.63o All of these rooms 
include a piano, which facilitates student tutorial sessions. 
Curriculum under Howe 
During Howe's initial directorship, the Electronic Music curriculum 
changed to reflect the evolution of the field itself. Electronic music 
courses progressed from previous use of mainframe computers631 to 
personal-based computer laboratories established within the new music 
facility in the 1990s. Initially, the NeXT computers632 were the main 
computers in use, but required updating in the mid-1990s to keep up 
630Program of Inaugural Organ Concert, September 20, 1992. Copland School of 
Music Archives. 
631This is a data processing system used primarily for large organizations of 
various applications. 
632NeXT computers were high-end workstation computers developed and 
manufactured by the NeXT Inc. , founded by Steve Jobs. This computer type was 
essential in developing the world's first web server software. 
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with technological advancements. These advancements continued to 
have a favorable effect on the computer music curriculum. Editing 
software, for example, replaced the use of tape and old applications used 
for coursework became programs run on computers. Computer software 
that emulated functions on a keyboard synthesizer consequently 
influenced the content of all computer music courses.633 
Additional courses designed primarily for music majors included 
Music 101 (Introduction to Music Literature). This three-credit, three-
hour course stipulated a prerequisite of Music 173 (Harmony, 
Counterpoint, and Keyboard Skills I) or permission of the Copland School 
of Music director. The course dealt with comprehension of diverse genres 
and forms in Western music from Middle Ages to the present. Strong 
emphasis towards knowledge of musical organization, styles, concepts, 
and development of critical aural perception and analysis also guided 
this course. Students engaged in outside listening requirements and the 
study of musical scores. 634 
633Howe, interview. 
634 Queens College Bulletin for the fall and spring sessions 1993-1994, 35-36. 
Queens College Archives. 
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Performance Activities and Events under Howe (1989-1998) 
Louis Armstrong Archive Dedication 
A major event that took place during Howe's initial directorship 
was the transfer of the Louis Armstrong archives from his Corona, 
Queens property to the College library. This event coincided with the 
opening of the College's new Benjamin Rosenthal Library in the fall of 
1991 . Archivists verified that Armstrong's archival materials could not 
have survived in the House because these objects required exact 
temperature and humidity controls. For this reason, the archival center 
in . the new College library included separate and distinct temperature 
controls tailored to the needs of the collection.635 
On Thursday, September 5, 1991, the College dedicated the 
Armstrong archives with a ceremony in front of the new Rosenthal 
Library. In attendance were Jazz legends Arvell Shaw (bassist) and Marty 
Napoleon (pianist), who both performed with Armstrong. In addition, jazz 
performances for this event featured trumpeters Wynton Marsalis, Doc 
Cheatham, Dizzy Gillespie, and others. College President Shirley Strum 
Kenny introduced former jazz saxophonist, Michael Cogswell, as the new 
archivist entrusted with the task of cataloging and preserving the 
635Shirley Strum Kenny, Speech at Louis Armstrong Archive Dedication, 
September 5, 1991. Louis Armstrong Archives, Queens College. 
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collections before becoming available for scholarly research. This 
monumental task spanned a period of three years. 636 
Opening ceremonies for the archives took place on Tuesday, May 
24, 1994, and became available to students of the ACSM, the College, 
and the public the following day. An article in New York Newsday stated: 
Slices of musical and personal history-such as an award 
Satchmo received from United Airlines for flying 1 million 
miles-will be on display. Visitors to the archive will be able 
to listen to rare recordings, some never released to the 
public, as well as oral histories spoken by Satchmo into his 
reel-to-reel tape recorder.637 
Figure 9-16. Lionel Hampton cutting ribbon signifying opening of the Armstrong 
Archives with David Gold, President of the Armstrong Educational Foundation. 
May 24, 1994. 
Louis Armstrong Archives, Benjamin Rosenthal Library, Queens College 
636Ibid. 
637"The Satchmo Archives," New York Newsday, May 24, 1994. 
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Dizzy Gillespie Performance Series 
Under Howe's Directorship and with President Kenny's support, 
Dizzy Gillespie joined the Copland School of Music faculty for a two-year 
performance residency ( 1991) that coincided with the Armstrong archival 
transfer to the campus. During the two-year period, Gillespie performed 
a five-concert series. The first performance on September 28, 1991 was 
designated as "Dizzy and Friends." In addition to the performance series, 
Gillespie taught several master classes and worked extensively with 
Copland School of Music students in the area of jazz performance.638 
Hallmark's Return (1998-2001) 
Howe stepped down from the director's position at the end of 
spring 1998. The staff, however, encouraged Hallmark to run for election 
again because they valued his leadership and no other faculty member 
would agree to serve. Hallmark finally stepped down from the 
directorship in spring 2001 but remained on the faculty for an additional 
year, after which he accepted a position at Rutgers University.639 
Distinguished faculty appointments made in the performance 
division during Hallmark's return to the directorship included prominent 
trumpeter and trombonist Michael Mossman in 1999 and renowned 
638Shirley Strum Kenny, Speech at Louis Armstrong Archive Dedication, 
September 5 , 1991. Louis Armstrong Archives Queens College. 
639Hallmark, interview. 
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clarinetist Charles Neidich during fall of 2000. Mossman-also a sought-
after composer and arranger640-succeeded Jimmy Heath as head of the 
Master's in Jazz performance program. Neidich is an international 
clarinet soloist who performs throughout Europe, the U.S., and Asia. His 
primary focus at the Aaron Copland School of Music lies in the area of 
chamber music.641 
Curriculum under Hallmark (1998-2001) 
While the ACSM generally maintained its curricular offerings under 
Hallmark's return into the director position, a reconfiguration of Music 
101 (previously designated as Introduction to Music Literature) occurred 
at the start of the fall 2000 semester. The course became Music 101 
(Introduction to the Academic Study of Music). This new configuration 
required the same prerequisite of Music 173 (Harmony, Counterpoint, 
and Keyboard Skills I) or the permission of Copland School of Music's 
director. Although students met for three hours and received three-
credits, which did not apply towards the major. The course changed into 
a basic introduction to the academic study of music at the college level 
and thereby strengthened students' readiness to take music history 
640Trumpet Player Michael Phillip Mossman of New York City [Intemet) (accessed 
September 5, 20 12) available from 
http: j j www. trumpetplayerproflles.comj michaelmossman.html. 
641Charles Neidich (Visiting Associate Professor) [Intemet) (accessed September 
7, 2012) available from http:/ jqcpages.qc.cuny.edujmusicjindex.php?L=5&M=140. 
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courses. Students gained knowledge on the use of the mus1c library, 
learned how to write about music, and acquired general vocabulary for 
musicological discussions. Admission to all Music History courses that 
followed Music 101 also necessitated students to have passed one of the 
College's basic English courses. 642 
Musical Activities and Events under Hallmark (1998-2001) 
Lyric Piano · Quartet 
Through Hallmark's efforts, the ACSM engaged the Lyric Piano 
Quartet as an ensemble-in-residence. This partnership began in 1999 
and continued as a lasting musical activity at the ACSM.643 The quartet 
includes founder Glenn Dicterow, concert master for the New York 
Philharmonic Orchestra, his wife, Karen Dreyfus violist, Frederick 
Zlotkin, cellist, and Gerald Robbins, pianist. These distinguished 
musicians taught at the Juilliard School, Manhattan School of Music, 
Brooklyn College, and at the ACSM. In spite of their varied educational 
functions, the Quartet continues to perform in venues such as Carnegie 
Hall, AliCe Tully Hall at Lincoln Center, the Kennedy Center in 
Washington, D.C., and abroad.644 
642Queens College Bulletin for the fall and spring sessions 2000-2001, 165. 
Queens College Archives. 
643Rufus Hallmark, interview 
644Lyric Piano Quartet [Internet] (accessed September 8, 2012) available from 
http:/ jwww.windhammusic.com/September_8.html. 
Figure 9-1 7. The Lyric Piano Quartet 
Quartet-in-Residence Circa 1999 
Aaron Copland School of Music Archives 
Choral Society (1998-200 1) 
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The Choral Society maintained its existence during this period 
through the efforts of benefactors, varied letter campaigns, continued 
practice of ticket sales by its members, and the overall enthusiasm of its 
participants. The choir celebrated its sixtieth anniversary in May 2001. 
The May performance featured Mozart's Requiem, and served as the final 
performance for conductor Lawrence Eisman. A search for both an 
interim and a permanent conductor began late in the spring semester of 
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that year. Faculty member Harold Rosenbaum assumed the position as 
interim conductor until the appointment of permanent conductor, James 
John, in fall of 2002 645 
Howe's Return (2001-2002) 
After Hallmark's departure, the faculty encountered difficulties in 
finding a replacement. Eventually, the faculty elected junior faculty 
member Edward Smaldone, effective fall 2001. Because Smaldone was in 
the process of fulfilling requirements for promotion, he opted not to start 
this role in 2001. Howe agreed to return as interim director for the 2001-
2002 academic year. 
Howe reorganized the listening music lists that are required of all 
music majors. He stated: 
We had this arcane listening list that was very heavy on 
Beethoven and German Music. It did not include early 
music; did not include modern music and I thought that this 
was really wrong. 646 
He engaged the faculty in the revision process through various meetings 
and compromises. The outcome was a list that included both early and 
contemporary music. A great majority of pieces on the lists were part of 
music history courses. Furthermore, rigorous enforcement 
complemented the new list. This included strict guidelines that 
645Bell, 5. 
646Ibid. 
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prohibited students from registering for the fifth level of theory without a 
passing grade on the sophomore listening exam. Howe further explained: 
Overall, my feeling is that the listening lists should actually 
reflect what we are teaching and it should reflect the music 
that the student are supposed to know about and then we 
should really enforce it. Students have to know this before 
going to the next level. 647 
During the latter part of the spnng semester of 2002, Howe, in 
consultation with Smaldone, engaged a visiting committee to assess the 
mustc program of the ACSM. The committee consisted of Joel Lester 
(Dean of the Mannes College of Music), Elaine Sisman (Chair of the 
Music Department at Columbia University), and David Woods (Dean of 
the School of Fine Arts at the University of Connecticut). They rendered a 
report outlining the strengths, areas for growth, budgetary concerns, 
curricular matters, and potential areas for improvement of the ACSM.648 
The recommendations provided by the visiting committee took affect 
under Smaldone's directorship . 
647Jbid . 
648Report of the Visiting Committee to the Aaron Copland School of Music-
Queens College of CUNY, May 2002. 
CHAPTER TEN: 
2002-2010 
The Directorship of Edward Smaldone (2002-Present) 
Figure 1 0-1. Edward Smaldone 
Aaron Copland School of Music Archives 
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Edward Smaldone became director of the ACMS in September 
2002. The first eight years under Smaldone included challenges that 
created the opportunity to prioritize the vision for the ACSM.649 This 
effort resulted in an increase in music student enrollment from 250 to 
over 500, curricular revisions, and several new faculty appointments to 
replace those who retired and increase the number of prominent figures 
associated with the ACSM. 
649Smaldone, interview. 
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A ten-million dollar grant bestowed to the College in 2007 by Max 
Kupferberg-a former student and co-founder of the Kepco Electronics 
Equipment Manufacturing Company in Queens-facilitated further 
advancement of the arts on the college campus. 650 A substantial portion 
of Kupferber's gift provided funds to renovate the Colden Auditorium, the 
LeFrak Concert Hall in the ACSM facility, the college's Goldstein Theatre, 
and the Godwin-Ternbach Museum.651 The other portion of the gift 
established endowment for the arts that also benefited all art entities on 
campus. 652 The goal for Kupferberg's gift was to make the college's 
campus a cultural arts center for the borough of Queens.653 
Edward Smaldone 
(1956- ) 
" .. . Being the Aaron Copland School of Music allows us to have a very serious and clear 
American identity and American classical music ... the American identity that Aaron 
Copland brings to the School of Music is valuable .. . " 
-Edward Smaldone 
Smaldone's musical background began in the area of popular 
music. During his youth, he sang and performed rock and jazz on the 
6SOMatt Hampton, "Persons of the Year Selma & Max Kupferberg: Donation a 
Way of Repaying College," Queens Tribune Online, 2007, 
http:/ jwww.queenstribune.comjnews/ 116858809l.html (Access March 3 , 2012) . 
651Richard Bockmann, "Kupferberg Leaves Legacy to the Arts," Times Ledger, 
February 2, 2012 . 
6S2Bob Suter, "A Gift that Will Keep Giving," The Magazine of Queens College, 
Spring 2006, 8. 
6S3Smaldone, interview. 
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guitar, and studied piano. Upon graduating high school, he enrolled as a 
music major at Queens College in 1974 and graduated with the Bachelor 
of Arts degree in 1978. He furthered his studies with Queens College 
Music Department faculty Carl Schachter, Charles Burkhart, Hugo 
Weisgall, George Perle, Henry Weinberg, and Leo Kraft as a graduate 
student. Smaldone earned a Master of Arts in composition in 1980 and a 
Ph.D. in composition from the CUNY Graduate Center in 1986.654 The 
CUNY Graduate Center houses doctoral programs for the City University 
Colleges in New York City. 
The American Music Center, the MacDowell Colony, Yaddo, and 
the Charles Ives Center for American Music have bestowed honors and 
awards for Smaldone's compositions. 655 Organizations in America and 
abroad that have performed his music include the Queens Symphony 
Orchestra, the Denver Chamber Orchestra, the Memphis Symphony, the 
Duquesne Contemporary Ensemble from Pittsburgh, Pennsylvania, the 
Munich Radio Orchestra, and others.656 As an active composer of dance 
music, he collaborated with dancer-choreographer, Yin Mei and the 
Hartford Ballet in Connecticut. He also arranged compositions by 
seventieth-century Italian composer, Giovanni Battista Pergolesi, which 
654Ibid. 
6SSEdward Smaldone [Intemet] (accessed December 5, 2011) available from 
http: 1 fwww.naxos.comf person/ Edward_Smaldone/ 162307 .htm#disco. 
6S6Ibid. 
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received worldwide performances by Mikhail Baryshnikov's657 White Oak 
Dance Project.658 
Smaldone received a one-semester visiting assistant professorship 
appointment to the ACSM for the spring of 1987. Another visiting 
assistant professor appointment at the college occurred in spring of 
1988, followed by a permanent appointment to the full-time faculty of the 
ACSM in 1990. Prior to this appointment, he taught as an adjunct 
faculty member at Hofstra University in New York City, held an adjunct 
position at SUNY Purchase from 1986 to 1990, and taught at the New 
School in New York City for one semester in 1988. As a full-time faculty 
member at the ACSM, he taught courses in ear training, theory, sight 
singing, and music appreciation. He eventually taught graduate courses 
in twentieth- century music, orchestration, and composition.659 
During the spring of 200 1, members of the ACSM P & B committee 
encouraged Smaldone to accept the nomination for the directorship. 
Although a number of faculty considered him too young and 
inexperienced for the position, former ACSM director Rufus Hallmark 
reminded them that they were the same age when he became director.660 
At the time of the P & B's proposition, Smaldone held the rank of 
6S7Mikhail Baryshnikov is a renowned Russian dancer and choreographer. 
6SBEdward Smaldone (Professor) [Intemet] (accessed December 5 , 2011) available 
from http:/ jpeople.qc.cuny.edujfaculty jesmaldonejPagesj default.aspx/. 
6S9Smaldone, interview. 
660Hallmark, interview. 
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associate professor and was in the process of advancing his scholarship 
to justify promotion to full professor. Understanding fully well the time 
constraints associated with the directorship position, he felt it more 
important at that time to complete the projects for promotion before 
serving as director. In spring of 2001, the P & B committee voted him as 
the new director for the upcoming academic year and Hubert Howe as 
his substitute to serve for the 2001-2002 academic year. Smaldone 
began the directorship in fall 2002, and received promotion to professor 
the following year.661 
At the start of his leadership position, Smaldone confronted several 
challenges. The deterioration of the fifty-year-old pianos housed within 
the ACSM facility were a problem for both students and faculty as they 
had been brought over from the old Rathaus Hall music facility. As the 
new director, Smaldone faced the grim reality that the pianos had passed 
their useful life . Queens College President, James Muyskens662_a lover 
of music and supporter of the arts-helped the ACSM became an 'all 
Steinway School. '663 Smaldone stated: 
Thus far, we have spent about [a] half million to three-
quarters of a million dollars on new pianos during the past 
10 years. That money has come from the President's office as 
661Smaldone, interview 
662Muyskens identified the ACSM in his strategic plan as the number 1 priority 
for the College, paving the way for further development of the ACSM. 
663Later efforts to buy Steinway pianos at a significant discount came about in 
2008. Former faculty members Charles Burkhart, Lawrence Eisman, and Drora 
Pershing contributed substantially toward this effort. 
well as from gifts and donations from faculty. It's been very 
helpful for me to have that kind of support from the 
administration. It's made it enormously easy for me when I 
come up with an idea that I have a receptive hierarchy up 
above.664 
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Significant faculty reduction presented another challenge. Shortly 
after Smaldone became director in 2002, faculty members Allen Brings 
and Thea Musgrave retired. In addition, Sir Roland Hanna, a prominent 
jazz pianist from the jazz division died on November 13, 2002. During the 
same month, Hallmark left for the position at Rutgers and faculty 
member Joseph Straus took a position at the CUNY Graduate Center. 
The head librarian, Joseph Ponte, retired and faculty members Lawrence 
Eisman and Margery Hahn took advantage of the early retirement 
incentive of 2003. These eight individuals were gone within six months 
and represented 1/3 of the faculty. Smaldone stated: 
At first, I thought it was something that I had said because 
suddenly, I became the director and all of these people 
walked out the door .. .it was rather devastating because 
suddenly I was scrambling to cover all kinds of classes that 
normally would have had full-time people covering them. We 
had losses in jazz, musicology, music education, 
composition, and theory. The losses were all over the map.665 
Smaldone seized the opportunity to prioritize where the ACSM would go 
from that point forward and devised a plan to accomplish this goal. 
664Smaldone, interview. 
665Jbid. 
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Five-Year Plan for the ACSM (2002-2007) 
Based on five overall recommendations to the ACSM from the 
report formulated by the visiting committee at the end of the spring 2002 
semester (see table 10-1), Smaldone compiled a five-year plan reflecting 
what he wished to accomplish. 
Table 10-1 
Summary of Visiting Committee's Recommendations 666 
I. Replace lost faculty and increase faculty lines 
II. Develop a Fund Raising Plan 
III. Recruit students 
IV. Correct problems in the building 
V. Increase non-teaching staff positions 
Smaldone prioritized these recommendations for the first five years of his 
directorship (see table 10-2) with stated goals for each year. 
666Edward Smaldone, Response of the Aaron Copland School of Music to the 
Report of the Visiting Committee, May 2002, 2. 
Table 10-2 
Sketch from Five-Year Plan Devised by Smaldone667 
Year I (2002-2003). Year II (2003-2004) . Year III (2004-2005). 
Year IV (2005-2006). Year V (2006-2007). 
Hiring Priorities 
Support Staff/ Library /Inventory 
Curriculum Development 
Development 
Student Recruitment 
Cross Campus Events 
Building Issues 
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In an effort to remedy faculty loss in music education, Smaldone's 
plan for year-one stipulated a substitute assistant professor appointment 
of percussionist Michael Lipsey to the music education division. This 
appointment would create the opportunity for senior music education 
faculty Richard Sang to cover additional courses in Music Education. 
Under the plan, Saxophonist Antonio Hart received appointment to the 
jazz division, alleviating the loss in that department and a search for 
appointments in theory J composition began with projected placements 
commencing in 2003.668 
Additional appointments m subsequent years, based on 
Smaldone's five-year plan, included the appointment of cellist, Marcy 
Rosen, during year two of the plan, jazz pianist, David Burkman, Janice 
667Ibid. , 2-12. 
668Ibid., 2-3. 
316 
Smith, Sandra Babb, and Cindy Bell in music education, David Schober, 
Mark Anson-Cartwright, and Jeff Nichols in theory/ composition, and 
musicologist, Emily Willboume.669 Smaldone proposed appointments for 
applied voice and a director for the opera workshop in year three of the 
plan. He sought to create a shared appointment with the drama and 
theater Departments as the best means of accomplishing these goals. 
Additionally, for the same year, he proposed to hire a junior musicologist 
who would supersede two senior musicologists (Arbie Orenstein and 
Raymond Erickson) as they approached retirement. These individuals 
would serve as mentors to newly hired individuals as a means of passing 
on the ACSM's legacy of high standards.67° Hiring priorities noted under 
years four and five in Smaldone's plan primarily focused on continued 
replacement of retirees in an effort to maintain balance among the 
various disciplines.671 
Recommendations noted in the five-year plan for matters regarding 
support staff, library, and inventory stipulated appointing faculty 
member Anne Stone to head a search committee for a Music librarian. As 
per year one of the plan, Stone would also implement a committee for 
developing and maintaining the music collection. Smaldone also 
proposed a Performance Ensembles Manager position. This staff member 
669Smaldone, interview. 
670Edward Smaldone, Response of the Aaron Copland School of Music to the 
Report of the Visiting Committee, May 2002, 9 . 
671Jbid., 11. 
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would manage the ACSM's concert calendar and all matters regarding 
performances given each semester. Additionally, due to an increase in 
performances and recordings, year four of the plan stipulated the hiring 
of a part-time piano technician to maintain the School's Steinway 
pianos.672 
Solutions for building concerns noted in the plan, included repair 
of the leaky roof, as outlined in year one, and improved lighting in the 
choral room. Year two of the plan stipulated replacing the carpet 
throughout the entire facility. During the remaining years of the plan, 
Smaldone proposed correcting the faulty air-conditioning system in the 
facility's archive room, replacing damaged furniture in the student 
lounge and classrooms, and purchasing additional seating for the stage 
to better accommodate the increase of large performing groups. 673 
Smaldone fulfilled these and all other proposed items from his five-year 
plan. He stated, "I have to say that basically, everything that I said we 
were going to, we did. "674 
Curriculum under Smaldone 
Smaldone maintained the integrity of the rigorous curriculum that 
distinguishes the ACSM from other music programs. He stated: 
672Jbid. 
6731bid.' 6-10. 
674Smaldone, interview. 
Our students complain about the curriculum, but all thank 
us later. We don't want to let go of these strict requirements. 
To a certain extent, even some of my colleagues have 
indicated to me that we're teaching a 50-year-old 
curriculum. My response has been, yes and what's the 
matter with that? What you're trying to [achieve] requires a 
certain element of rigor and there 's just no way around it. I 
don't have a problem with that.675 
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Current music education philosophies that critique Smaldone's 
statement include those advocating for curriculum inclusive of 
multiculturalism. A combined meeting of the College Music Society and 
Society for Ethnomusicology in October 2003 emphasized the topic of 
theory instruction through a diverse cultural lens.676 Young's study on 
the outcome of the meeting suggests that ideas and philosophies put 
forth advocate for a framework such as stipulated by ethnomusicologist 
Bonnie Wade's philosophy that, "allow students to approach all music 
[curriculum] from more general and ostensibly culturally neutral 
categories such as pitch, time, instrument, etc."677 Young, however, 
argued that: 
. .. this can only provide a brief treatment of any one specific 
topic ... At its most effective, music theory deals with the 
conceptual, technical, and ·formal details that define a 
music's sound, style, and aural interpretation ... A generalist 
theoretical approach [philosophy], then, such as that 
proposed by Wade for undergraduate classes, can [only] be 
useful as an introductory study of musical sound (as in a 
class dealing with musical fundamentals) ... Any overarching 
675Jbid. 
676You Young Kang, "Defending Music Theory in a Multicultural Curriculum," 
College Music Symposium 46 (2006) : 49. 
6771bid .' 49. 
analytical method to describe all mus1c 1s also highly 
problematic.678 
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Curricular enhancements under Smaldone primarily derived from 
the five-year plan. For example, the first year of his plan recommended 
an expansion of the curriculum to include a Certificate Program in 
Performance at the advice of faculty member, Daniel Phillips.679 By 2008, 
the ACSM had established four performance certificates modeled after 
conservatory-style performance programs. These curricula afford 
students the opportunity to study for an additional year after receiving a 
bachelor's degree to become more competitive before advancing to the 
master's degree.6so 
In addition to initiating the certificate programs by year two of his 
plan, Smaldone proposed utilizing college funds from the institution's 
office of Facilities and Campus Services to design 'smart' classrooms that 
utilized technology to allow instructors to access the internet, place text 
of student assignments on the screen for correction, and play DVDs. He 
also proposed aligning the curriculum of the Jazz Master's program with 
progressive standards in the field by incorporating current technology in 
recording, editing, and studio production.681 
678Jbid. ' 51. 
679Smaldone, interview. 
680Jbid. 
681Edward Smaldone, Response of the Aaron Copland School of Music to the 
Report of the Visiting Committee, May 2002, 8 . 
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By years four and five of his plan, curricular development included 
a partnership with Queensborough Community College and the Nassau 
Community College to facilitate transfer of students who began music 
studies at these institutions and desired to complete a music degree at 
the ACSM. Additionally, he advocated a review of the curriculum to seek 
opportunities to incorporate current developments in distance learning 
and other technologies. 682 
After implementing the curricular goals from his plan, Smaldone 
sought to enhance and align the music education curriculum with other 
institutions by incorporating private lessons as part of the Bachelor of 
Arts program in music education.683 Starting in 2010, all Bachelor of 
Arts students in music education began six semesters of %-hour private 
lessons as an additional requirement for their degree. Smaldone stated: 
Now that we have these lessons in place, the expectation we 
have of what people can do as musicians has increased 
considerably ... This is a big change.684 
Musical Activities and Events under Smaldone 
The increase in student enrollment during Smaldone's directorship 
augmented performance activities considerably and resulted in over 300 
performances per year. A plausible cause for this growth in performances 
682Jbid. 
683Previously at the ACSM, only Bachelor of Music students received private 
instructions. 
684Smaldone, interview. 
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and enrollment resulted from an increase of prominent faculty 
performers from 2004-2010, which consequently attracted excellent 
performance majors to the music program. In contrast to earlier years, 
prominent figures at the ACSM have shifted from composition and theory 
to the performance area. 685 
Activities and Events based on Smaldone's Five-Year Plan 
Smaldone's five-year plan formed the basis for varied activities and 
events that continue to flourish well beyond the first five years of his 
tenure as director. Performance activities expanded for advanced players 
with the formation of a Chamber Orchestra in 2003, directed by faculty 
member and clarinetist, Charles Neidich. The Wind Ensemble and Vocal 
Ensemble Showcase, a new initiative also proposed in 2003, became a 
yearly event and served as a means for recruitment. This event provides 
the opportunity for high school wind ensembles and choruses from the 
surrounding area to come to the ACSM, perform for one another, and 
engage in extensive instrumental and vocal music workshops with 
faculty. This activity allows high school students to experience the 
campus and music facility, and collaborate with the music faculty. 
Smaldone's plan stipulated a similar event for orchestras that began in 
685Jbid. 
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2004.686 Similar events include the Day of Percussion, coordinated by 
faculty, Michael Lipsey, and a Spring Jazz Event. 
The Day of Percussion continues to attract hundreds of visitors to 
the campus, primarily pre-college students. Music majors from the Jazz 
program conduct jazz education workshops in surrounding elementary, 
middle schools, and high schools for the purpose of teaching and 
recruiting. Additionally, the spring jazz event allows high school jazz 
bands to perform on campus in a master class setting. 687 Collaboration 
with the Drama, Theater, and Dance Departments culminates in yearly 
cross campus operatic productions, which include the orchestra. 
Scholarships in conjunction with musical activities and events 
Scholarships at the ACSM exist through an endowment, and 
donations m the name of alumni and past and present faculty. 
Donations for scholarships also come from diverse entities. The late 
Beatrice Schachter-Myers (a frequent concert attendee) bestowed the 
single largest gift for scholarship, which is over 1.5 million dollars.688 An 
array of musical activities and events under Smaldone, however, serve as 
a major source for providing scholarships. Evening performances by both 
faculty and students, as proposed in his plan for 2003, became a 
686Edward Smaldone, Response of the Aaron Copland School of Music to the 
Report of the Visiting Committee , May 2002 , 5 , 8 , 11. 
687Jbid. 
6BBSmaldone, interview. 
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standard activity for scholarship development. An endowment raised 
through percusswn ensemble concerts resulted m naming the 
Percussion Room after a deceased former percussion student. In 
addition, jazz performances support the Sir Roland Hanna Scholarship 
Program for incoming jazz piano students in the Master's of Jazz 
Performance program. The Maynard/Walker Orgart Scholarship 
competition, named after two distinguished ACSM past faculty, occurs in 
conjunction with the local meeting of the American Organists Guild and 
helps fund the studies of an outstanding organ student.689 
Choral Society (2002-2010) 
Under Smaldone's directorship, faculty member, James John 
began his role as conductor of the Choral Society in fall of 2002. John, 
who received his masters in conducting from the ACSM in 1991 and 
serves as director of choral activities at the ACSM, maintained the choir's 
association with the College and its tradition of performing 
masterworks. 690 The choir continues to thrive in spite of increased 
competitive forces and challenges from diverse forms of entertainment in 
the community and society.691 Its sustainability, among other reasons, 
results from dedicated members ' willingness to maintain the more than 
689Edward Smaldone, Response of the Aaron Copland School of Music to the 
Report of the Visiting Committee, May 2002, 4 - 12. 
690Bell, 6 . 
691Jbid. 
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60-year tradition. 692 The 2011 season marked the choir's 70th year in 
existence. 
692Jbid. 
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CHAPTER ELEVEN: 
Summary, Implications, and Recommendations 
Summary 
Since its inception as a Music Department in 1938, fifteen men 
and one woman have led what became the ACSM. After restructuring as 
a School of Music in 1980 and subsequently naming it after Aaron 
Copland in 1981, the designated title for leadership changed from 
chairman to director. Although the history shows multiple leadership 
tenure for some, Hubert Howe and the current director, Edward 
Smaldone, have served the longest with more than eight years of service. 
As the first chair of the Music Department, composer Edwin 
Stringham expanded curricular offerings in the areas of music 
appreciation; theory, history, and performance. The senior 
comprehensive examination originated in 1940 for all departments at the 
college and became required for graduating seniors. Although 
discontinued in other departments, the Music Department/ ACSM 
maintained this requirement for all music majors. As enrollment 
increased, the Department employed new faculty while performance 
activities by students and staff enriched the Department and college. 
Community partnerships varied and included collaborative efforts with 
surrounding high schools and contributions by the Queens College 
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Choral Society, a community ensemble founded by John Castellini in 
1941. 
Stringham's chairmanship was followed by Karol Rathaus ( 1944-
1946) and John Castellini ( 1946-1949). Rathaus influenced the 
philosophy and curriculum of the Department and under Castellini, 
faculty Boris Schwarz established a community orchestra ( 1946). 
Additionally, new staff appointments enhanced faculty performances and 
student-led operatic productions resulted in the formation of the Queens 
College Opera Workshop ( 194 7). 
The leadership eras of Schwarz (1949-1952, 1953-1956), Lowry 
(1952-1953), and the retum of Castellini (1956-1958) began with the 
installation of the college's second President, John J. Theobald in fall 
1949. Theobald initiated projects that enhanced the college's facilities 
and increased its faculty. Curricular development and performance 
activities continued to popularize the Music Department under these 
leaders. The media categorized the Music Department's February 19, 
1951, Gala Concert-Broadcast as the Department's first major epic event. 
This performance featured the orchestra, choir, and faculty performers. 
Additionally, the formation of the Queens College Faculty String Quartet 
in fall 1951 was the first such organization in the CUNY system and 
developed into a performance-lecture course for students. 
The death of the Department's distinguished composer and former 
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chair, Karol Rathaus in 1954 led to the appointment of prominent Italian 
composer, Luigi Dallapiccola to the faculty in 1956. Under Castellini's 
1956-1958 tenure as chair, the Choral Society's membership increased 
and the choir's repertoire expanded to include contemporary works. 
Further, the Department's semi-annual faculty performances continued 
to include faculty compositions and featured works by Dallapiccola 
during the 1957 event. 
The Music Department elected four chairmen during the 1959-
1971 era and each contributed distinctly to the development of the 
Department. Aside from a revised theory curriculum initiated by Saul 
Novack in the early 1960s, new courses expanded the overall curricular 
offerings. Opposition to the new theory curriCulum by some, however, 
resulted in contention among the faculty . 
All performance activities developed considerably because of the 
newly built Charles S. Colden Center , (1960) , which included a new 
facility for the Music Department. Dallapiccola's reappointment in1959 
was among the many appointments of prominent figures to the music 
faculty. The introduction of the Bachelor of Music program in 
performance (1969), also initiated by Novack, marked the first time 
applied instruction was introduced in the curriculum. This addition led 
to the appointment of several prominent figures as adjunct faculty who 
provided private lessons and helped raised the status of the Department. 
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The silver anniversary of the College in 1962 and Choral Society in 1966 
signified spectacular growth and service to the community-at-large. 
Great changes came about during the 1971-1983 period. Three men 
led the music institution, which changed its designation from a 
Department of Music to a School of Music and then to the Aaron Copland 
School of Music. The common factor among these men was their drive to 
bring about unity and ensure a positive atmosphere within the 
Department and School of Music. 
The newly formed Aaron Copland School of Music exemplified overall 
progress and growth in the midst of troubling times. An extended fiscal 
crisis affected every facet of the institution at large and required 
sacrifices and modifications for its continued operation. As a result, 
tuition fees became a norm for the first time in all CUNY colleges. 
Nonetheless, curricular expansions enriched students' leaming and the 
newly formed B.A./M.A. program (1972) and M.A. in music performance 
(1973) helped maintain the high standards of the Department. · A new 
preparatory program led by Lawrence Eisman under Joel Mandelbaum's 
directorship (1981) also provided the opportunity for secondary level 
students to learn and develop music skills. Performance activities, 
special events, and newly formed scholarship opportunities provided 
other means of promoting the institution to the public. 
Rufus Hallmark and Hubert Howe directed the ACSM for a period 
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of nineteen years from 1984-2002. Under their leadership, the ACSM 
experienced significant changes including the building of its new facility. 
Through the combined efforts of Hallmark, Howe, and others, the project 
resulted in a facility that accommodates the various demands of the 
music program. 
Under their directorships, programs that enriched the College and 
the ACSM included the acquisition of the home and archives of legendary 
trumpeter Louis Armstrong and the residency of the Lyric Piano Quartet. 
Gail Hightower, and then Julian T. Euell and Michael Cogswell, insured 
that the significance of Armstrong and his life were well preserved and 
disseminated to the public. The quartet, consisting of prominent 
musicians, enriched the ACSM primarily in the area of chamber music. 
New appointments of important and prominent figures to the faculty 
replaced those who departed and further enhanced the reputation and 
quality of the music program. These appointments included the new 
orchestral director, Maurice Peress (1984) composer, Thea Musgrave 
(1985), saxophonist, Jimmy Heath (1987), violinist, Daniel Phillips 
( 1988), trumpeters, Donald Byrd ( 1990} and Dizzy Gillespie ( 1991), 
pianist, Sir Roland Hanna ( 1994), trombonist and trumpeter, Michael 
Mossman ( 1999), and clarinetist, Charles N eidich (2000). 
The Masters in Jazz performance ( 1988) resulted in part from the 
acquisition of Louis Armstrong's House and Archives and enriched the 
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curriculum by bringing about additional courses in jazz. The new music 
facility (1991) also enhanced the computer mus1c curriculum. 
Additionally, a revised listening course and exam helped ensure that 
students possessed skills required in the academic study of music at the 
college level. Lawrence Eisman, director of the Choral Society, retired in 
2001, shortly after the ensemble celebrated its sixtieth anniversary. 
James John eventually received a permanent appointment as its new 
conductor. 
The 1984-2002 era concluded with Howe servmg as the ACSM 
director in a one-year interim capacity in place of a newly elected 
director, Edward Smaldone in 2001. During this academic year, both 
Howe and Smaldone collaborated with a visiting committee to evaluate 
the entire music program. 
A challenging start to his directorship (primarily caused by 
significant faculty reduction) required Smaldone to prioritize his vision 
for the ACSM. He met this challenge by devising a five-year plan in 
response to the visiting committee's assessment of the ACSM. Through 
this plan, Smaldone made proposals in seven key areas that resolved 
several concerns and allowed the ACSM to move forward. 
A ten-million dollar grant from alumnus Max Kupferberg provided 
the opportunity for continued efforts to promote the arts on the college 
campus. The grant allowed for renovations and established an 
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endowment m the arts. Support for the arts also came from College 
President, James Muyskens, who provided funds to help make the ACSM 
an all-Steinway School. 
Curricular advancements under Smaldone enhanced the ngor 
associated with the ACSM. From his plan, he implemented certificate 
programs in performance that greatly benefitted post-bachelors degree 
students. Modern practices that benefited the curriculum included 
installing 'smart' classrooms and incorporating present technologies for 
recording, editing, and studio productions. Partnerships with two local 
community colleges continue to assist students who began music studies 
at these institutions and desire continuation at the ACSM. The 
curriculum also began to include a private lessons requirement for 
Bachelor of Arts students majoring in music education (2010). 
The increase of prominent faculty performers under Smaldone 
drew a great number of music majors. As a result, performances at the 
ACSM surpassed 300 per year during his tenure. Performance activities 
flourished and now include events focused on recruitment and 
scholarships. The single largest gift for scholarships came from a 
frequent concert attendee, Beatrice Schachter-Meyer, who donated 1.5 
million dollars. James John assumed leadership of the Choral Society in 
2002 and the choir continues to be a vital organization at the college and 
community as it approaches its 70th anniversary. 
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Several societal and philosophical trends are prevalent throughout 
the course of the institution's history. Although World War II affected the 
College and Music Department during its early years, the formation of a 
community choir boosted the morale of both community and campus. 
The choir's performance repertoire during this time did not include large 
19th century works perhaps to avoid the anti-Semitism espoused by 
certain composers such as Richard Wagner, who previously stated views 
against Jews in nineteenth century Germany. 
The GI bill instituted in 1944, provided the means for a free college 
education to many.693 It also resulted in rapid growth in the American 
higher education system and propelled shared success within the 
society.694 In Marcus' study on the effects of the GI bill on the overall 
level of higher educational attainment and distribution of college 
attendance among economic classes, he noted: 
Almost 70% of all men who tumed 21 between 1940 and 1955 
were guaranteed an essentially free college education plus a 
substantial stipend under one of the two GI bills. In 1960[,] some 
18% of the total stock of college-educated males in the United 
States could claim that their college education had been financed 
by a GI bill subsidy.695 
Other significant trends throughout the ACSM's history includes 
the mid-20th century Baroque rival movement, which appropriately 
693Stanley, "Mid-century GI Bill," 
694Ibid., 671 
695Jbid. 
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corresponded with the rediscovery of Vivaldi's Gloria by faculty member, 
Lowinsky while in Europe. The movement influenced treaties and trends 
in historical practices impacted by the works and efforts of Dolmetsch 
and Hindemith. Fundamental practices of the movement strived to 
restore lost traditions.696 
The required senior concentration exams instituted in the early 
forties and later, the listening exams, corresponded to aesthetic music 
education philosophical trends espoused by Leonhard, Alperson and 
later, Bennett Reimer. The philosophy's objective sought to enhance 
individual's musical knowledge and develop an enjoyment of music. 
Moreover, music education curricular initiatives beginning in the 1960s 
in the institution's history reflected a "music and life" philosophy 
supported by Gehrkens. The premise of his philosophy advocated for a 
music curriculum designed to prepare the individual to function in a 
democratic society. The essential component of this ideology advocated 
for other subjects such as philosophy, history, and the sciences as part 
of the music curriculum. 
Strikes and protests on the College's campus during the Vietnam 
War era reflected a national trend within American universities and set 
the backdrop for many changes that occurred at the College and Music 
Department from 1959-1971. Mary and Gersen's study on the matter 
696Pallis, "The Rebirth of Early Music. " 
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revealed that students reported feeling disconnected from higher 
education's obligation to meet their needs.697 At the College, the 
president formulated a committee to review the curriculum, seeking the 
best means to adjust to societal changes. Additionally, the Civil Rights 
Movement of the time, contributed to the large-scale protests. Protest 
demands varied to include increased college admissions for blacks, 
infusing black courses in the curriculum, and the hiring of black faculty. 
This study provides a basis for scholars and ACSM community 
members alike to learn about the rich history of the School. While 
interesting unto itself, by tracking the changes over time, one can 
witness how the School continued to grow, adapted to changing times, 
and addressed various crises, while still maintaining its core mission of 
offering the strongest musical education possible. 
Research Questions 
1. What led to the establishment of a music department at Queens 
College? 
An increase in enrollment during the first year of the College's 
opening created the need for additional faculty and expanded curricular 
697Mary and Gergen, "How the War Affects the Campuses," 10. 
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offerings. Queens College's first President, Paul Klapper, felt it necessary 
to create a music department in order to offer students at the college a 
well-rounded education and a foundation for careers in music. Klapper 
and the Board of Trustees established several departments and launched 
the Music Department for the start of the 1938 academic year. 
2. What led to renammg the music department the Aaron Copland 
School of Music? 
Early efforts to convert to a School of Music began under Lawrence 
Eisman's chair in the early 1970s with a draft proposal initiated by 
faculty member, Saul Novack. This document outlined benefits and 
justification for the conversion. The idea resurfaced under Raymond 
Erickson's chair with a stronger push from Novack-now Dean of the 
College of Arts and Humanities-for the change. Novack produced a 
lengthy letter to Erickson justifying reasons for the transformation, 
followed by a proposal written by Erickson. Faculty then voted on the 
matter. Ascribing Aaron Copland's name to the School of Music honored 
an American living composer. 
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3. Who were influential people 1n the history of the Aaron Copland 
School of Music? 
Throughout the history of the Music Department and then the 
Aaron Copland School of Music, several individuals performed critical 
roles that greatly influenced the institution's legacy and growth. Under 
Stringham's chair, John Castellini (who also served as chair), founded 
the Choral Society in 1941. After 70 years of existence, this organization 
continues to thrive and play a vital role at the institution and 
community-at-large. Boris Schwarz, chair in 1949, established the 
Queens College Orchestral Society in 1946, which existed for nearly 40 
years. Schwarz's formation of the faculty string quartet in 1951 was the 
first faculty quartet in the CUNY system. Distinguished Polish composer 
and former chair, Karol Rathaus insisted on higher standards in the 
Music Department and highly influenced the Department's early 
curriculum and philosophy. 
Other influential figures included composer and former chair, Leo 
Kraft, who encouraged the administration to hire prominent composers 
Hugo Weisgall and George Perle. Additionally, Kraft influenced the 
reduction of staff teaching load from 15 to 13 hours. Second Queens 
College President, John J. Theobald initiated plans and funding to build 
the Music Department's first facility in 1954. Saul Novack introduced 
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Schenkerian theory to the curriculum, introduced the Bachelor of Music 
degree in performance, greatly affected the conversion from a Music 
Department to the Aaron Copland School of Music, and the building of 
its new facility. The latter was also highly influenced by then-College 
President, Saul Cohen. 
Eisman, Mandelbaum, and Erickson all strengthened the morale 
within the Music Department and ACSM. Eisman founded the music 
preparatory center in the early 1980s, which continues to provide music 
education to secondary level students. Mandelbaum influenced the 
mus1c facility's present configuration, purposefully intermingling 
students and faculty. ACSM recording engineer, David Barnes and past 
director, Hallmark, were also important figures during the facility's 
building stages. Erickson played a major role both in efforts to popularize 
the institution nationally and in the change to a School of Music. 
Later influential figures in the ACSM's history are past-director 
Howe and current-director Smaldone. Howe was greatly influential in the 
moving process into the new facility. He enhanced the curriculum with 
the addition of electronic music and revised listening exams. While 
boasting a long tenure as director, Smaldone continues to be an 
influential figure at the ACSM. Early into his directorship, he fulfilled his 
vision for the ACSM through a five-year plan, which continues to 
influence the music program. Although functioning in different 
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capacities, administrators, performers, and scholars have been 
influential throughout the ACSM's history to the extent that each played 
a common role in advancing the music learning process at the 
institution. 
4. Who were prominent figures m the history of the Aaron Copland 
School of Music? 
During the early to mid-stages of the institution's history, 
prominent figures were primarily in the area of composition and theory. 
These included Karol Rathaus, Luigi Dallapiccola, Charles Burkhart, 
Felix Salzer, George Pearl, Carl Schachter, Saul Berkowitz, Gabriel 
Fontrier, Leo Kraft, Hugo Weisgall, and Thea Musgrave. Joseph Machlis, 
faculty since the Music Department's founding, became a prominent 
figure after worldwide dissemination of his music appreciation book. A 
shift to prominent faculty figures in performance began toward the mid-
to-late portion of the institution's history. These include faculty members 
Jimmy Heath, David Jolley, Charles Neidich, Marcy Rosen, Daniel 
Phillips, Sir Roland Hanna, Dizzy Gillespie, and others. 
5. How has the curriculum of the Aaron Copland School of Music 
changed over time? 
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Historical data provided in this study clearly show curricular 
development throughout the institution's history. The senwr 
concentration exam for graduation, which began in 1940, continues to be 
a requirement for graduation and in 1963, the theory curriculum shifted 
to a Schenkerian approach. Other developments included the addition of 
a Bachelor of Music in performance ( 1969), a combined BA and MA 
degree for advanced students ( 1972), Master's degrees 1n classical 
performance ( 1973) and jazz performance ( 1988), and required private 
lessons for all BA in music education students (20 1 0). 
6. What were major musical activities and events at the Aaron Copland 
School of Music throughout its history? 
Although the research shows diverse performance activities in 
place during the early years of the institution, these activities expanded 
as enrollment increased. Under Eisman's chair for instance, increase in 
enrollment resulted in the formation of several new ensembles in vocal 
and instrumental music (see chapt. 8). Under Smaldone's directorship, 
an increased music student-body resulted in the formation of advanced 
chamber groups and varied orchestral, vocal, percussion, and wind 
ensemble performances that also enhanced recruitment efforts (see 
chapt. 10). Additionally, other factors that influenced the expansion of 
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performance activities included the formation of the bachelor and master 
of music in performance degree programs as well as the masters in jazz 
performance. These programs, led by prominent figures, attracted many 
students as performance majors. 
The institution's performing groups contributed significantly to 
annual musical activities and events. Faculty performances since the 
Department's early years continued (see chapt. 5) and led to include the 
Faculty String Quartet and Trio and several other groups in residence. 
The Faculty String Quartet functioned as both curricular enhancement 
with its string quartet course, and produced yearly major events (see 
chapt. 6). The Choral and Orchestral Societies served as major musical 
activities that included the community. The Charles S. Colden Center, 
established in 1961, and then the new music facility in 1991, provided 
adequate space and comfort for a variety of major musical activities and 
events, which continue to thrive (see chapts. 7-10). 
Implications 
Collaboration 
This study holds several implications for modern practice in 
American music education, music departments, schools of music, and 
conservatories. Since the founding of normal schools in the 1880s, 
collaborations between secondary schools and higher education have 
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been primarily for the purpose of teacher training. 698 Modern day 
secondary schools, however, necessitate varied levels of collaboration.699 
Reports published by The Carnegie Task Force on Teaching as a 
Profession in 1986 and The Homes group in 1990 support expanded 
collaboration between higher institutions and K-12 schools.700 
Community outreach programs outlined in this research in the form of 
specialized programs and collaboration with public schools serve as 
models for institutions of higher learning. Collaboration efforts with 
surrounding high schools, for example, put forth by chairman Stringham 
early into the Music Department's history, depicts such endeavors. Other 
institutions can emulate this program's mission in preparing students to 
teach music in public schools, providing training for future musicians, 
and promoting an appreciation for music. Gregory states that frequent 
reasons for collaboration are: 
1) To provide observations and field experiences 
2) To provide student teaching 
3) To recruit prospective students 
4) To provide assistance to K-12 music programs70l 
698Qgren, 641. 
699M. Kent Gregory, "Collaboration for Music Teacher Education between Higher 
Education Institutions and K-12 Schools," Journal of Research in Music Education 43, 
no. 1 (spring 1995): 56. 
700ibid., 4 7. 
701Jbid. , 56. 
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Collaboration between music programs in higher institutions and 
secondary schools can provide the opportunity for prospective music 
teachers to gain a better understanding of children and youths living in 
communities other than their own.702 Queens College has collaborated 
with Intermediate School 227 (The Louis Armstrong School) since the 
school's founding in 1979. Unlike the predominantly Caucasian 
demographics of the college's surrounding area, the intermediate school 
is located in a mostly Hispanic community and collaboration efforts have 
focused on fostering music education and student achievement.703 While 
learning the "rhythm and realities of the teaching profession"704 and 
fulfilling the goals of the partnership with the school, music student 
teachers, in time, acquired skills on how to differentiate their teachings 
to diverse communities. 705 
Preparatory Training 
The ACSM's Center for Preparatory Studies in Music also serves as 
a model for the development of community music education. The Center 
is a thriving preparatory school music program housed within the music 
702Amanda Christina Soto, Chee-Hoo Lum and Patrician Shehan Campbell, "A 
University-School Music Partnership for Music Education Majors in a Culturally 
Distinctive Community," Journal of Research in Music Education 56, no. 4 {Jan 2009): 
352. 
703Delson, 57. 
704Soto, et al., 339. 
705Delson noted that because of a NAACP suit, judicial mandate later authorized 
that the school be 55% Black, Hispanic and Asian and 45% Caucasian. 
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facility that strives to educate secondary level students in music theory, 
instrumental and vocal performance, and music appreciation. Parental 
involvement such as required music appreciation lectures for parents at 
the program's founding and beyond could improve music instruction for 
elementary and secondary students as well. In a study on the perception 
of music learning among parents and students, Wao-Chung Ho 
concluded that: 
Parent involvement in the form of instrumental learning, listening 
to music, concert attendance, and aspirations in music education, 
has significant direct as well as indirect effects on children's 
attitudes towards music. 706 
Parental learning and involvement as active participants in the 
classroom and at private lessons are evident for example, in the prep 
school's extensive Suzuki string program and is a major component of 
this method. In the quest to improve student achievement, parents and 
other instrumental music ensembles can apply the same learning 
principals. In Zdzinski's study on parental involvement and musical 
achievement, he referenced Sperti's 1970 and Blaine's 1976 study on 
Suzuki methods and parent participation with beginning band students. 
Sperti's findings revealed that beginning clarinet students performed 
considerably better using the Suzuki method, with the parentalleaming 
706Wao-Chung Ho, "The Perception of Music Learning among Parents and 
Students in Hong Kong," Bulletin ofthe Councilfor Research in Music Education, No. 181 
(Summer 2009) : 7 1-93. 
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component, than beginning clarinet students who learned under 
traditional methods. Blaine's findings also revealed favorable outcomes 
for beginning brass students.707 Zdzinski also referenced a study 
conducted by Doan in 1973 on the relationship between middle school 
violin students' musical achievement and parental involvement. The 
findings revealed a significant correlation between students' success and 
acquired parental knowledge in the subject.708 These results point to the 
need to engage parents in the music learning process and help them 
become better informed in working with their children. 
Moreover, although the preparatory center employs several ACSM 
graduates and graduate music majors, 709 these types of secondary 
programs in general, can serve as supplemental fieldwork opportunities 
for music education majors. Potential music educators can have another 
means to expand field-based experiences and improve the teacher 
preparation process.710 
707Stephen F. Zdzinski, "Relationships among Parental Involvement, Music 
Aptitude, and Musical Achievement of Instrumental Music Students," Journal of 
Research in Music Education 40, No. 2 (Summer 1992): 115. 
7081bid. 
709The Lawrence Eisman Center for Preparatory Studies in Music [lntemet] 
(accessed December 5, 2012); available from 
http: I I qcpages.qc.cuny.edul cpsmjfaculty.html. 
7lDGregory, 56. 
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Community Music 
The success of the Orchestral and the Choral Societies resulted 
from these community organizations' use of the college's facilities to their 
full potential. The opening of the Charles S. Colden auditorium on the 
college campus in the early 1960s of the ACSM's history afforded both 
orchestral and choral societies the opportunity to rehearse and perform 
in a large facility. Additionally, music rooms in the music facility allow 
for sectional rehearsals the necessary equipment that might not have 
been available in other rehearsal settings. Bell states: 
Large non-portable orchestral instruments such as harp, 
harpsichord, celeste, organ, and various percussion (timpani, bass 
drum, snare, tomes, gong, chimes, xylophone, etc.) are 
commonplace items in a music school and are necessary for 
performances of masterworks.711 
A working partnership between higher learning institutions and 
community performing groups provide benefits for both entities. This 
type of connection offers a means to acquaint the community with music 
and thereby create opportunities for potential student recruitment. Bell 
also outlines benefits for both groups: 
For the musical institution, there is a community visibility and 
prestige of sponsoring its own community-based ensemble. For the 
chorus, there is the reputation in association with the college 
name. For the community citizen, there is a social and musical 
setting that provides lifelong musical learning and performance 
opportunities for the adult removed from an educational setting.712 
711Bell, 7 . 
712Jbid., 8 . 
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Additionally, institutions can use their orchestra or other ensembles to 
accompany community choruses and thus eliminate the need to hire 
professional musicians. College orchestras can also expand their 
repertoire by including major choral works for performance with 
community choruses.713 
Curriculum 
ACSM's philosophy of having a rigorous curricula does not conform 
to trends generally associated with undergraduate music curriculum in 
the United States. Nelson noted several trends and concems in 
undergraduate music theory curricula throughout the country in a 2000 
College Music Society (CMS) survey of undergraduate music theory 
curricula. 714 Nelson suggested that the amount of instruction in music 
theory, harmony, sight-singing, and other music curricular areas in 
many institutions in this country "does not provide the student with the 
best environment to learn all of these complex and time-dependent 
realms."715 
The survey included responses from 248 institutions in the United 
States and showed that a majority of colleges and universities required 
two years of theory, with diatonic harmony in the first year and 
713Jbid ., 7 . 
714Richard B. Nelson, "The College Music Society Music Theory Undergraduate 
Core Curriculum Survey-2000," College Music Symposium 42 (2002): 60-75. 
715Ibid. , 64. 
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chromatic harmony in the second.716 Thirty-four percent of the 
institutions required two years for sight singing and keyboard harmony. 
Sixteen percent of institutions reported only a one-year requirement in 
this area and perhaps surprisingly, more than twenty percent of the 
institutions did not require Keyboard Harmony.717 The survey also 
showed over forty-one percent of institutions incorporating Keyboard 
Harmony as part of piano classes rather than a component of the theory 
curriculum and class meetings were generally two times per week.718 
Additionally, forty-one percent of institutions required Analysis as a one-
term course and the widely used text for this subject was Charles 
Burkhart's Anthology for Musical AnalysisJ19 Fifteen percent of 
institutions reported a one-term requirement for sixteenth-century 
counterpoint and one third required one or more semesters of 
eighteenth-century counterpoint. Forty-four percent of institutions 
reported one term requirement for Twentieth-Century Music.720 
Nelson indicated a major undergraduate music curricular concern 
in the lack of emphasis placed ori keyboard harmony. He stated: 
One primary frustration is the relatively low amount of emphasis 
that is placed upon keyboard harmony. In fact, if pressed, some 
would point out keyboard harmony as the single most important 
part of the curriculum. It is here that the student can synthesize 
716Jbid., 60. 
7l71bid., 60. 
7l8Jbid., 63. 
719Jbid., 61. 
720Jbid.' 61-62 . 
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such elements as voice leading, harmonic progression, rhythmic 
stability, and improvisation in a fashion that is at once auditory, 
tactile, visual, and cognitive. It must be stressed that the issue at 
hand here is the inclusion of keyboard as a tool for the study of 
harmony rather than the pursuit of the keyboard as an applied 
instrument. Therefore, this topic usually is instructed in a setting 
where the main focus might not necessarily be on voice leading 
and other aspects of the music theory classroom, but possibly on 
elements which are more related to playing the instrument.72 1 
Another concern emphasized was the decrease m counterpoint 
instruction. The survey showed a decline and, in many instances, a 
departure from, tonal counterpoint, modal and sixteenth-century 
counterpoint courses.722 
The history of the ACSM depicts curricular practices that are the 
very antithesis of music curricular trends in institutions of higher 
learning, as revealed in the CSM survey. Unlike the trends discussed in 
the report, students at the ACSM take three years (six semesters) of 
music theory with an additional semester offered as an elective. Harmony 
and counterpoint and keyboard harmony begin together in the first year 
and continue through the fifth level of theory.723 Theory courses, with a 
keyboard harmony lab, meet three times per week and composition 
courses follow Theory VI (Theory of Twentieth-Century music) . Faculty 
member Drora Pershing stated: 
721Jbid. , 63. 
722Ibid., 64. 
723Drora Pershing, interview with the author, April 20 , 2011. 
Composition came as it should have been, from the 
beginning, and as it subsequently became the peak-the 
culmination of theory study. You study from the beginning 
. and you do a little more chromaticism, a little more than 
that, all with line writing as well as vertical harmonic writing 
and then you have a semester to study how Bartok did 
things and how Stravinsky did things, and then at the top, 
at the end, when you really have been well prepared, than 
you study composition. It's a wonderful combination and 
sequence of things. 724 
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The sight-singing component complements each theory level up to 
the forth semester and analysis studies extend for two-semesters and 
have been taught by some of the country's leading authorities on the 
subject, notably, Felix Salzer, Charles Burkhart, and Carl Schachter. 
Furthermore, the ACSM's required listening exams for all four 
undergraduate years (to develop knowledge of repertory) and a written 
essay and oral comprehension exam at the end of the senior year that 
tests musicianship skills as well as historical/ analytical ability are 
graduation requirements and carry no course credit. Although many 
institutions embrace the two-year theory sequence which, at the basic 
level, covers harmony, sight-singing, keyboard harmony, analysis, 
counterpoint and twentieth-century music, it can be argued that the 
curriculum at the ACSM provides a comprehensive model which affords 
students ample time to learn intricacies of the music curriculum. 
724Jbid. 
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Institutional Support 
This research further implies that the support of institutional 
leaders is crucial in advancing varied needs. The examples set forth in 
this study by college Presidents John J. Theobald, Saul Cohen, and 
James Muyskens demonstrate the importance of achieving goals with the 
backing of leadership. Both Theobald and Cohen played crucial roles in 
building facilities for the Music Department and then the ACSM. Cohen 
and Muyskens highly favored the arts and supported the music program 
with a wide range of activities. 
In the leadership selection process for schools of music, colleges, 
and universities, potential leaders should be those who possess a 
genuine interest and support for the institution's music program. It . 
behooves these institutions to keep leadership informed of their music 
programs by inviting them to performances, displaying and highlighting 
accomplishments of students and faculty, and advocating for strong 
connections with the community. 
Need for Further Research 
This study is the first in-depth examination of the ACSM, tracing 
the institution's history under each of its leaders from its founding to the 
present. This historical account provides details surrounding the unique 
characteristics of the School in the areas of curriculum, personnel, and 
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performance. This dissertation contributes to the literature on 
institutional histories in higher education725 and illustrates the 
significance of the ACSM as an important part of the history of collegiate 
music education in America. 
Because this study is the product of a former student and faculty 
member, it necessarily represents this perspective. A person who did not 
have a direct relationship to the community, or one who had a different 
relationship, would inevitably produce a substantially different 
document. Future scholars may wish to interview current and former 
students (who are not current or former faculty members), staff 
members, members of the community music groups associated with the 
ACSM, or non-ACSM CUNY administrators to gain their perspectives on 
the ACSM. 
As this study is the first in -depth examination of the history of the 
Queens College Department of Music, and the subsequent ACSM, it 
seemed prudent to give a broad, chronologically based narrative to the 
document. Future scholars may wish to follow different tacks; for 
example, one could document in detail the history of the different majors 
and degrees, or the histories of the various community music groups. 
Chapter Two and the bibliography of this dissertation show a 
number of previous institutional histories in higher education. I hope 
725See Chapter Two for a number of other studies. 
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that this research will inspire the writing of histories of other music 
institutions in New York and beyond. There are several other schools of 
music, conservatories, departments of music, and colleges of music in 
New York City and State whose histories, while significant and 
influential, have not been investigated. These include for example, the 
Brooklyn College Conservatory of Music, the Manhattan School of Music, 
and Eastman School of Music. Documenting their histories will add to 
the literature by adding to the historical record of music instruction in 
higher education. Furthermore, continued research in this area may 
identify trends, successes, and failures that could assist in curricular 
and program development, recruiting practices, performance practices, 
and collaborations with communities. Other recommendations for future 
research are: 
1. One could undertake an in-depth study of the ACSM's music 
education program to examine the extent to which its graduates 
work in the field and how the ASCM's music education program 
• influenced their practice. 
2. Educational policies and initiatives vary frequently for secondary 
schools. National Standards in all subject areas, Blue Print for the 
Arts (a standards-based rigorous approach to teaching the arts), 
and the Common Core Standards are all examples of recent 
educational initiatives. Further research is needed to document the 
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extent to which these changing initiatives affect educational 
partnerships between colleges and secondary schools. 
3. Another study could examine the effect of community colleges 
collaborating with four-year colleges. 
4. Further research is needed in music institutional curricular trends 
to examine the effect on varied curricular philosophies. 
5. One might undertake a study on the ACSM's Masters 1n Jazz 
performance program to examine its growth and implications. 
6. This research shows that there were, and continues to be, several 
important individuals who were associated with the ACSM 
throughout its history. An examination of their careers-not only 
as scholars and performers, but also as pedagogues-might 
illuminate beneficial educational practices. 
354 
APPENDIX A: 
QUEENS COLLEGE DEPARTMENT OF MUSIC 
The following lists are drawn from the college bulletins for the years 
given. 
NB: faculty and staff listings eventually reflect appointments for the year 
following the bulletin year. For example, Joel Mandelbaum was 
appointed chairman in 1974, but is first listed in that position in the 
1974-1975 bulletin. The exact year in which this discrepancy first occurs 
is unclear. 
Some first names are not listed in the bulletins. Where the first name is 
known, it has been added in brackets. 
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1937-1938 
Position/ Classification Name 
Instructors Felix Guenther 
Bernard H. Haggin 
Tutor Richard T. Gore 
1938-1939 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Instructors Felix Guenther 
Joseph Machlis 
Tutor John Edward Castellini 
1939-1940 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Assistant Professors Karol Rathaus 
Instructors Felix Guenther 
Joseph Machlis 
Hollace E. Arment 
John Edward Castellini 
Harvey A. Sartorius 
Tutor Harold W. Baltz 
Gertrude E. Blenko 
Hellen Budge 
Charles Haywood 
Fellow Robert E. Ward 
1940-1941 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Assistant Professor Karol Rathaus 
Instructors Hollace E. Arment 
John Edward Castellini 
Vittorio Giannini 
Charles Haywood 
Joseph Machlis 
Harvey A. Sartorius 
Tutor Hellen Budge 
Robert E . Ward 
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1941-1942-1943 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Assistant Professor Karol Rathaus 
Instructors Hellen Budge 
John Edward Castellini 
Grosvenor W. Cooper 
Charles Haywood 
Joseph Machlis 
Harvey A. Sartorius 
Boris Schwartz 
1943-1944 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Assistant Professor Karol Rathaus 
Instructors Hellen Budge 
John Edward Castellini 
Grosvenor W. Cooper 
Charles Haywood 
Joseph Machlis 
Harvey A. Sartorius 
Boris Schwartz 
1944-1945 
Position/ Classification Name 
Chairman Edwin Stringham 
Associate Professor Edwin Stringham 
Assistant Professors Karol Rathaus, 
John Edward Castellini 
Instructors Hellen Budge 
Grosvenor W. Cooper 
Charles Haywood 
Robert Hoffman 
Joseph Machlis 
Sue Prosser 
Boris Schwartz 
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1945-1946 
Position/ Classification Name 
Chairman Karol Rathaus . 
Professor Edwin Stringham 
Assistant Professors Karol Rathaus I 
John Edward Castellini 
Joseph Machlis 
Instructors Hellen Budge 
Grosvenor W. Cooper 
Charles Haywood 
Robert Hoffman 
Sue Prosser 
Boris Schwartz 
1946-1947 
Position/ Classification Name 
Chairman Karol Rathaus 
Associate Professor Karol Rathaus 
Professor Edwin Stringham 
Assistant Professors John Edward Castellini 
Charles Haywood 
Joseph Machlis 
Lecturer Curt, Sachs 
lnstructQrs Hellen Budge 
Grosvenor W. Cooper 
Robert Hoffman 
Sue Prosser 
Boris Schwartz 
Tutor Barry Brook 
Fellow Sol Berkowitz 
1947-1948 
Position/ Classification Name 
Chairman John Castellini 
Associate Professor Karol Rathaus 
Assistant Professors Hellen Budge 
John Castellini 
Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Lecturer Curt Sachs 
Instructors Barry Brook 
Grosvenor W. Cooper 
Robert Hoffman 
Margaret Lowry 
Sue Prosser 
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Tutor 
1948-1949 
Position/ Classification Name 
Chairman John Castellini 
Associate Professor Karol Rathaus 
Assistant Professors John Castellini 
Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Boris Schwartz 
Lecturer Curt Sachs 
Instructors Sol Berkowitz 
Barry Brook 
Gabriel Fontrier 
Robert Hoffman 
Sue Prosser 
Tutor Nancy Reich 
Substitute Tutor Leo Kraft 
1949-1950 
Position/ Classification Name 
Chairman John Castellini 
Associate Professors Karol Rathaus 
John Castellini 
Edward Lowinsky 
Assistant Professors Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Boris Schwartz 
Lecturer Curt, Sachs 
Instructors Sol Berkowitz 
Barry Brook 
Gabriel Fontrier 
Robert Hoffman 
Sue Prosser 
Tutor Nancy Reich 
Substitute Tutor Leo Kraft 
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1950-1951 
Position/ Classification Name 
Chairman Boris Schwartz 
Professor Karol Rathaus 
Associate Professors John Castellini 
Edward Lowinskv 
Assistant Professors Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Boris Schwartz 
Instructors Sol Berkowitz 
Barry Brook 
Leo Kraft 
Gabriel Fontrier 
Alexander Kouguell 
Robert Hoffman 
Sue Prosser 
Tutor Nancy Reich 
1951-1952 
Position/ Classification Name 
Chairman Boris Schwartz 
Professor Karol Rathaus 
Associate Professors John Castellini 
Edward Lowinskv 
Assistant Professors Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Boris Schwartz 
Instructors Sol Berkowitz 
Barry Brook 
Leo Kraft 
Gabriel Fontrier 
Alexander Kouguell 
Robert Hoffman 
Sue Prosser 
Tutor Albert Mell 
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1952-1953 
Position/ Classification Name 
Chairman Boris Schwartz 
Professor Karol Rathaus 
Associate Professors John Castellini 
Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Margaret Lowry 
Instructors Sol Berkowitz 
Barry Brook 
Alfonso Cavallaro 
Gabriel Fontrier 
Leo Kraft 
Alexander Kouguell 
Albert Mell 
Substitute Instructors Alvin Bauman 
Herbert Grossman 
Robert Hoffman 
Sue Prosser 
1953-1954 
Position/ Classification Name 
Chairman Margaret Lowry 
Lecturer Curt, Sachs 
Professor Karol Rathaus 
Associate Professors John Castellini 
Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Margaret Lowry 
Instructors Sol Berkowitz 
Barry Brook 
Carl J. Eberl 
Gabriel Fontrier 
Leo Kraft 
Alexander Kouguell 
Albert Mell 
Sue Prosser 
Substitute Instructors Catherine V. Brooks 
Joseph M. Goodman 
Robert Hoffman 
Saul Novak 
Tutor Ralph Dale 
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1954-1955 
Position/ Classification Name 
Chairman Boris Schwartz 
Professor Karol Rathaus 
Lecturer Norman Phillips 
Associate Professors John Castellini 
Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Sol Berkowitz 
Margaret Lowry 
Instructors Barry Brook 
Carl J. Eberl 
Gabriel Fontrier 
Robert Hoffman 
Leo Kraft 
Alexander Kouguell 
Albert Mell 
Sue Prosser 
Substitute Instructors Milton M. Friedman 
Mel Powell 
Saul Novak 
1955-1956 
Position/ Classification Name 
Chairman Boris Schwartz 
Lecturers Rolla Foley 
Elliott Carter 
Associate Professors John Castellini 
Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Sol Berkowitz 
Margaret Lowrv 
Instructors Barry Brook 
Carl J. Eberl 
Gabriel Fontrier 
Robert Hoffman 
Leo Kraft 
Alexander Kouguell 
Albert Mell 
Sue Prosser 
Frank Wigglesworth 
Substitute Instructors Allan Davis 
Milton M. Friedman 
Robert F. Kurka 
Saul Novak 
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1956-1957 
Position/ Classification Name 
Chairman Boris Schwartz 
Professor John Castellini 
Associate Professors Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Sol Berkowitz 
Daniel Border 
Gabriel Fontrier 
Margaret Lowry 
Instructors Barry Brook 
Carl J. Eberl 
Robert Hoffman 
Leo Kraft 
Alexander Kouguell 
Albert Mell • 
Sue Prosser 
Substitute Instructors Joseph Goodman 
Saul Novak 
Lecturer Vittorio Rieti 
Fellow Horace Reisberg 
1957-1958 
Position/ Classification Name 
Chairman John Castellini 
Professor John Castellini 
Visiting Professor Luigi Dalll:!Piccola 
Associate Professors Charles Haywood 
Edward Lowinsky 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Sol Berkowitz 
Daniel Border 
Gabriel Fontrier 
Margaret Lowry 
Instructors Barry Brook 
Carl J. Eberl 
Leo Kraft 
Alexander Kouguell 
Albert Mell 
Sue Prosser 
Substitute Instructors Saul Novak 
Lecturer Felix Salzer 
Fellow Horace Reisberg 
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1958-1959 
Position/ Classification Name 
Chairman John Castellini 
Professor John Castellini 
Associate Professors Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Boris Schwartz 
Assistant Professors Sol Berkowitz 
Daniel Border 
Gabriel Fontrier 
Leo Kraft 
Saul Novak 
Instructors Barry Brook 
Alexander Kouguell 
Albert Mell 
Sue Prosser 
Substitute Instructors Joseph Goodman 
Fredric Kurzweil 
Lecturer Vittorio Rieti 
Fellow Robert Glover 
1959-1960 
Position/ Classification Name 
Chairman Leo Kraft 
Professors John Castellini 
Boris Schwartz 
Visiting Professor Luigi Dallapiccola 
Associate Professors Charles Haywood 
Margaret Lowry 
Joseph Machlis 
Assistant Professors Sol Berkowitz 
Daniel Border 
Gabriel Fontrier 
Leo Kraft 
Albert Mell 
Saul Novak 
Helen Wright 
Instructors Carl J. Eberl 
Alexander Kouguell 
Sue Prosser 
Substitute Instructors Allan Davis 
Joseph Goodman 
Martin Greenbaum 
Fredric Kurzweil 
Lecturer Vittorio Rieti 
Fellow Robert Glover 
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1960-1961 
Position/ Classification Name 
Chairman Leo Kraft 
Professors John Castellini 
Charles Haywood 
Boris Schwartz 
Visiting Professor Luigi Dallapiccola 
Associate Professors Margaret Lowry 
Joseph Machlis 
Assistant Professors Sol Berkowitz 
Barry Brook 
Gabriel Fontrier 
Alexander Kouguell 
Leo Kraft 
Albert Mell 
Saul Novak 
Helen Wright 
Instructors Carl J. Eberl 
Sue Prosser 
Substitute Instructors Allan Davis 
Joseph Goodman 
Fredric Kurzweil 
Lecturers Vittorio Rieti 
Yehudi Wyner 
Martin Greenbaum 
Fellow Carl Benjamin 
1961-1962 
Position/ Classification Name 
Chairman Leo Kraft 
Professors John Castellini 
. Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Associate Professors Gabriel Fontrier 
Leo Kraft 
Margaret Lowry 
Hugo W eisgall 
Assistant Professors Sol Berkowitz 
Barry Brook 
Carl J. Eberl 
Alexander Kouguell 
Albert Mell 
Saul Novak 
Helen Wright 
Instructors David S. Walker 
Sue Prosser 
Lecturers Arnold Chaitman 
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Lee Heppner 
Russell Smith 
Fellows Judith King 
Myron Rosenblum 
1962-1963 (Silver "25" Anniversary Year) 
Position/ Classification Name 
Chairman Saul Novak 
Professors John Castellini 
Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Hugo Weisgall 
Associate Professors Barry Brook 
Gabriel Fontrier 
Leo Kraft 
Margaret Lowry 
Assistant Professors Carl J. Eberl 
Joseph Goodman 
Alexander Kouguell 
Albert Mell 
Saul Novak 
George Perle 
Sue Prosser 
Helen Wright 
Instructors Charles Burkhart 
Roger Kamien 
David S. Walker 
Lecturers Arnold Chaitman 
Martin Greenbaum 
Joel Mandelbaum 
Alice Mitchell 
Morey Ritt 
Fellows Carl Benjamin 
Myron Rosenblum 
1963-1964 
Position/ Classification Name 
Chairman Saul Novak 
Professors John Castellini 
Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Hugo Weisgall 
Associate Professors Barry Brook 
Gabriel Fontrier 
Leo Kraft 
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Edward Lerner 
Saul Novak 
Felix Salzer 
Assistant Professors Carl J . Eberl 
Joseph Goodman 
Alexander Kouguell 
Albert Mell 
George Perle 
Helen Wright 
Instructors Charles Burkhart 
Lawrence Eisman 
Roger Kamien 
Joel Mandelbaum 
David S. Walker 
Lecturers Martin Greenbaum 
Morey Ritt 
Fellows Raymond Kennedy 
David Tcimpidis 
Administrative Assistant Rhoda Harris 
1964-1965 
Position/ Classification Name 
Chairman Saul Novak 
Professors John Castellini 
Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Hugo Weisgall 
Associate Professors Barry Brook 
Gabriel Fontrier 
Leo Kraft 
Edward Lerner 
Albert Mell 
Saul Novak 
George Perle 
Felix Salzer 
Assistant Professors Carl J. Eberl 
Joseph Goodman 
Alexander Kouguell 
Sue Prosser 
Instructors Charles Burkhart 
Lawrence Eisman 
Roger Kamien 
Joel Mandelbaum 
Julia Sutton 
David S . Walker 
Lecturers Allen Brings 
Martin Greenbaum 
Morey Ritt 
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Fellows Raymond Kennedy 
David Tcimpidis 
Administrative Assistant Rhoda Harris 
1965-1966 
Position/ Classification Name 
Chairman Saul Novak 
Professors John Castellini 
Charles Haywood 
Joseph Machlis 
Boris Schwartz 
Hugo W eisgall 
Associate Professors Barry Brook 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lemer 
Albert Mell 
Cecilia Nelson 
Saul Novak 
George Perle 
Felix Salzer 
Assistant Professors Carl J. Eberl 
Benjamin G. Lees 
Henry Weinberg 
Sue Prosser 
Helen Wright 
Instructors Charles Burkhart 
Lawrence Eisman 
Roger Kamien 
Joel Mandelbaum 
Julia Sutton 
Morey Ritt 
David S. Walker 
Lecturers Allen Brings 
Raphael Crystal 
Michael Spencer 
Martin Greenbaum 
Fellows Martin Lindley 
Gregory Proctor 
Administrative Assistant Rhoda Harris 
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1966-1967 
Position/ Classification Name 
Chairman Edward Lerner 
Professors Barry Brook 
John Castellini 
Charles Haywood 
Joseph Machlis 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo W eisgall 
Associate Professors Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kr'aft 
Edward Lerner 
Albert Mell 
Cecilia Nelson 
Saul Novak 
Assistant Professors Charles Burkhart 
Joel Mandelbaum 
David S. Walker 
Henry Weinberg 
Helen Wright 
Instructors Allen Brings 
Lawrence Eisman 
Roger Kamien 
Morey Ritt 
Lecturers Elaine Burken 
Martha Brody 
Martin Greenbaum 
Martin Lindley 
Evan Robinson 
Joseph Surace 
Fellows Bea Friedland 
Ellen Rodell 
Robert Salzman 
Gregory Proctor 
Administrative Assistant Rhoda Harris 
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1967-1968 
Position/ Classification Name 
Chairman Edward R. Lerner 
Professors Barry Brook 
Edward Downes 
John Castellini 
Charles Haywood 
Joseph Machlis 
George Perle 
Felix Salzer 
' Boris Schwartz 
Hugo Weisgall 
Associate Professors Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Albert Mell 
Saul Novak 
Assistant Professors Rubin Burgreen 
William Bolcomb 
Charles Burkhart 
Lawrence Eisman 
Roger Kamien 
Joel Mandelbaum 
Paul F. Maynard 
Robert Salzman 
Henry Weinberg 
Helen Wright 
Instructors Allen Brings 
Diane Dressler 
Ruby Ornstein 
Morey Ritt 
Lecturers Martha Brody 
Robert Brown 
Bea Friedland 
Martin Greenbaum 
Margorie Hahn 
Frederick Hammond 
Deanna Klein 
Martin Lindley 
Robert White 
Teaching Assistants Drora Pershing 
George Ruckert 
Administrative Assistant Rhoda Harris 
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1968-1969 
Position/ Classification Name 
Chairman Edward R. Lerner 
Professors Barry Brook 
Edward Downes 
John Castellini 
Charles Haywood 
Joseph Machlis 
Edward R. Lerner 
Saul Novak 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo Weisgall 
Associate Professors Sol Berkowitz 
Howard Brofsky 
Alan Beuchner 
Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Jay Harrison 
Alexander Kouguell 
Leo Kraft 
Albert Mell 
Assistant Professors Rubin Burgreen 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Roger Kamien 
Joel Mandelbaum 
Paul F. Maynard 
Morey Ritt 
David S. Walker 
Henry Weinberg 
Helen Wright 
Instructors Margorie Hahn 
Hubert Howe 
Ruby Ornstein 
Lecturers Martha Brody 
Robert Brown 
Bea Friedland 
Martin Greenbaum 
Deanna Klein 
Martin Lindley 
Arbie Orenstein 
Charles Schwartz 
Ralph Wade 
Teaching Assistant Drora Pershing 
Administrative Assistant Rhoda Harris 
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1969-1970 
Position/ Classification Name 
Chairman Howard Brofsky 
Professors Barry Brook 
John Castellini 
Edward Downes 
Charles Haywood 
Edward R. Lerner 
Joseph Machlis 
Saul Novak 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo W eisgall 
Associate Professors Sol Berkowitz 
Howard Brofsky 
Alan Beuchner 
Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Jay Harrison 
Alexander Kouguell 
Leo Kraft 
Albert Mell 
Henry Weinberg 
Assistant Professors Rubin Burgreen 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Hubert Howe 
Roger Kamien 
Joel Mandelbaum 
Paul F. Maynard 
Arbie Orenstein 
Morey Ritt 
David S. Walker 
Robert White 
Helen Wright 
Instructors Margorie Hahn 
Ruby Ornstein 
Ralph Wade 
Lecturers Christine Berle 
Robert Brown 
Earl Chapin 
Robert Cohen 
Frances Cole 
Martin Greenbaum 
Stella Halpern 
Deanna Klein 
Gerardo Levy 
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Elaine Lisinsky 
Steven Lubin 
Ryohei Nakagawa 
Michael Oelbaum 
Henry Schuman 
Charles Schwartz 
George Silfies 
Fred Storfer 
Teaching Assistants Jeffrey Ingber 
Joseph Lyons 
Graduate Assistant Henry Burnet 
Administrative Assistant Rhoda Harris 
1970-1971 
Position/ Classification Name 
Chairman Howard Brofsky 
Professors Howard Brofsky 
Barry Brook 
John Castellini 
Edward Downes 
Gabriel Fontrier 
Charles Haywood 
Edward R. Lerner 
Joseph Machlis 
Saul Novak 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo Weisgall 
Adjunct Professors Adele Addison 
William Kroll 
Nadia Reisen berg 
Associate Professors Sol Berkowitz 
Alan Beuchner 
Carl J. Eberl 
Joseph Goodman 
Jay Harrison 
Alexander Kouguell 
Leo Kraft 
Albert Mell 
Henry Weinberg 
Assistant Professors Rubin Burgreen 
Allen Brings 
Charles Burkhart 
Frances Cole 
Lawrence Eisman 
Hubert Howe 
Roger Kamien 
Joel Mandelbaum 
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Paul F. Maynard 
Jacques-Louis Monad 
Arbie Orenstein 
Leon Pommers 
Morey Ritt 
David S. Walker 
Robert White 
Helen Wright 
Adjunct Assistant Professor Julius Levine 
Homer Mensch 
Gerald Tarack 
William Vacchiano 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Earl Chapin 
Gus Dinizulu 
Edet 
Stephen Elmer 
Martin Greenbaum 
Stella Halpern 
Ashenafi Kebede 
Deanna Klein 
Helene Levey 
Gerardo Levy 
Ryohei Nakagawa 
Drora Pershing 
Henry Schuman 
George Silfies 
Fred Storfer 
Adjunct Lecturer Albert Godlis 
Teaching Assistants Christine Berle 
Robert Cohen 
Graduate Assistant Steven Powlitz 
Department Secretaries Miriam Corn 
Mary B. Lefkoff 
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1971-1972 
Position/ Classification Name 
Chairman Howard Brofsky 
Professors Howard Brofsky 
Barry Brook 
John Castellini 
Edward Downes 
Gabriel Fontrier 
Charles Haywood 
Leo Kraft 
Edward R. Lerner 
Joseph Machlis 
Saul Novak 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo W eisgall 
Adjunct Professors Adele Addison 
William Kroll 
Nadia Reisenberg 
Associate Professors Sol Berkowitz 
Alan Beuchner 
Carl J. Eberl 
Joseph Goodman 
Alexander Kouguell 
Joel Mandelbaum 
Albert Mell 
Henry Weinberg 
Assistant Professors Rubin Burgreen 
Allen Brings 
Charles Burkhart 
Frances Cole 
Lawrence Eisman 
Hubert Howe 
Roger Kamien 
Paul F. Maynard 
Jacques-Louis Monod 
Arbie Orenstein 
Leon Pommers 
Morey Ritt 
Charles M. Schwartz 
David S. Walker 
Robert White 
Helen Wright 
Adjunct Assistant Professor Julius Levine 
Homer Mensch 
Bradley Spinny 
Gerald Tarack 
William Vacchiano 
Instructors Margorie Hahn 
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Ralph Wade 
Lecturers Henry Burnett 
Earl Chapin 
Robert Cohen 
Gus Dinizulu 
Stephen Elmer 
Peter Frewen 
Myrna Garvey 
Albert Godlis 
Martin Greenbaum 
Stella Halpern 
Shelley Henderson 
Carol Henry 
Anita Happner 
Gail Hightower 
Linda Kabo 
William Katz 
Ashenafi Kebede 
Deanna Klein 
Helene Levey 
Gerardo Levy 
Thomas Murray 
Ryohei Nakagawa 
Tony Nwabuoku 
Silvia Paz 
Drora Pershing 
Steven Powlitz 
Joseph J. Rabbai 
William A. Rosten 
Bruce Salor 
Henry Schuman 
Fred Storfer 
Graduate Assistants Miriam Com 
Mary B. Lefkoff 
Eskeles 
Department Secretaries Miriam Com 
Mary B. Lefkoff 
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1972-1973 
Position/ Classification Name 
Chairman Lawrence Eisman 
Assistant Chairman for SGS Rubin Burgreen 
Professors Sol Berkowitz 
Harold Blumenfield 
Howard Brofsky 
Barry Brook 
John Castellini 
Edward Downes 
Gabriel Fontrier 
Joseph Goodman 
Charles Haywood 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Joseph Machlis 
Albert Mell 
Saul Novak 
George Perle 
Felix Salzer 
Boris Schwartz 
Hugo Weisgall 
Adjunct Professors Adele Addison 
William Kroll 
Nadia Reisenberg 
Associate Professors Rubin Burgreen 
Alan Beuchner 
Charles Burkhart 
Carl J . Eberl 
Joel Mandelbaum 
Adjunct Associate Professors Leonard Arner 
Rudi Blesh 
Milton Friedman 
Simon Karasick 
Assistant Professors Allen Brings 
Frances Cole 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger Kamien 
Paul F. Maynard 
Thomas D. Mason 
Jacques-Louis Monod 
Carmen L. Moore 
Arbie Orenstein 
Leon Pommers 
Morey Ritt 
David S. Walker 
Robert White 
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Helen Wright 
Adjunct Assistant Professor Samuel Baron 
Carl Benjamin 
Ralph Froelich 
Julius Levine 
Homer Mensch 
Earl Rogers 
Leon Russianoff 
Bradley Spinny 
Gerald Tarack 
William Vacchiano 
Instructors Henry M. Gates 
Margorie Hahn 
Elwyn F. Spangler 
Ralph Wade 
Lecturers David Burrell 
Earl Chapin 
Albert Godlis 
Martin Greenbaum 
Ashenafi Kebede 
Gail Hightower 
Gerardo Levy 
Ryohei Nakagawa 
Tony Nwabuoku 
Drora Pershing 
Joseph J. Rabbai 
Harold Rosenbaum 
Bruce Salor 
Henry Schuman 
Adjunct Lecturers Linda M. Brown 
John E. Carisi 
Tina Chancey 
John Epperson 
Fischkin 
Neal Hemachandra 
Linda C. Kabo 
Ted Kalman 
Claire Katzenell 
Marilyn Kushick 
Matthew Lazar 
Susan Mietkiewica 
Herman Schuckman 
Hampton Williams 
Alan M. Wittenberg 
College Laboratory Technician David Barnes 
Research Assistant Ira A. Wilmer 
Department Secretaries Miriam Corn 
Mary B. Lefkoff 
Gloria R. Lichtig 
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1973-1974 
Position/ Classification Name 
Chairman Lawrence Eisman 
Assistant Chairman for SGS Rubin Burgreen 
Professors Sol Berkowitz 
Howard Brofsky 
Barry Brook 
Edward Downes 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Joseph Machlis 
Albert Mell 
Saul Novak 
George Perle 
Boris Schwartz 
Hugo W eisgall 
Adjunct Professors Adele Addison 
William Kroll 
Nadia Reisenberg 
Associate Professors Leonard Arner 
Rubin Burgreen 
Alan Beuchner 
Charles Burkhart 
Carl J. Eberl 
Lawrence Eisman 
Milton Friedman 
Joel Mandelbaum 
Paul F. Maynard 
Carl Schachter 
Adjunct Associate Professors Rudi Blesh 
Simon Karasick 
Gerald Tarack 
Assistant Professors Allen Brings 
Frances Cole 
Raymond Erickson 
Hubert Howe 
Roger Kamien 
Ashenafi Kebede 
Jacques-Louis Monad 
Arbie Orenstein 
Leon Pommers 
Morey Ritt 
David S. Walker 
Robert White 
Helen Wright 
Adjunct Assistant Professor Carl Benjamin 
Ralph Froelich 
Instructors 
Lecturers 
Adjunct Lecturers 
Graduate Assistant 
College Laboratory Technician 
Albert Godlis 
William Katz 
Julius Levine 
Earl Rogers 
Leon Russianoff 
Henry Schuman 
Bradley Spinny 
William Vacchiano 
Hampton Williams 
Henry Bumett 
Stephen Elmer 
Margorie Hahn 
Ralph Wade 
David Burrell 
Earl Chapin 
Martin Greenbaum 
Gail Hightower 
Gerardo Levy 
Tony Nwabuoku 
Drora Pershing 
Joseph J. Rabbai 
Harold Rosenbaum 
Bruce Salor 
James Abruzzo 
John E. Carisi 
Leon Fried 
Henry Gates 
Ronnie Gellis 
Monica Grabie 
Phillips H. Hamilton 
Neal Hemachandra 
Richard J. Holley 
Leonard Horowitz 
Linda C. Kabo 
PaulJ. Krasnovsky 
George Ligon, Jr. 
Nancy Morris 
William Needleman 
Steven Y. Packer 
Liza Redfield 
Henry C. Roman 
HowardS. Rosen 
John M. Sarian 
Herman Schuckman 
Charles Seltzer 
David P. Stahl 
Palomba Weingarten 
Judith L. Zaitmont 
Menachem Zur 
Kang 
David Barnes 
379 
380 
Ira A. Wilmer 
Department Secretaries Miriam Corn 
Mary B. Lefkoff 
Gloria R. Licht!g_ 
1974-1975 
Position/ Classification Name 
Chairman Lawrence Eisman 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Howard Brofsky 
Barry Brook 
Edward Downes 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Joseph Machlis 
Albert Mell 
Saul Novak 
George Perle 
Boris Schwartz 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Adele Addison 
William Kroll 
Nadia Reisenberg 
Associate Professors Leonard Arner 
Rubin Burgreen 
Allen Brings 
Alan Beuchner 
Charles Burkhart 
Carl J. Eberl 
Lawrence Eisman 
Joel Mandelbaum 
Paul F. Maynard 
Leon Pommers 
Carl Schachter 
Adjunct Associate Professors Rudi Blesh 
Milton Friedman 
Martin Greenbaum 
Simon Karasick 
Gerald Tarack 
Assistant Professors Frances Cole 
Raymond Erickson 
Hubert Howe 
Roger Kamien 
Ashenafi Kebede 
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Jacques-Louis Monad 
Arbie Orenstein 
Morey Ritt 
David S. Walker 
Robert White 
Helen Wright 
Adjunct Assistant Professor Carl Benjamin 
Ralph Froelich 
Albert Godlis 
Helen Grossman 
Earl Rogers 
Henry Schuman 
Bradley Spinny 
William Vacchiano 
Camilla Williams 
Instructors Henry Burnett 
Stephen Elmer 
Margorie Hahn 
Ralph Wade 
Lecturers Earl Chapin 
Gail Hightower 
Gerardo Levy 
Tony Nwabuoku 
Drora Pershing 
Joseph J. Rabbai 
Harold Rosenbaum 
Bruce Salor 
Adjunct Lecturers James Abruzzo 
Roger P. Andrews 
Rachel Braunstein 
Cinnamon 
RichardS. Cohen 
Comegno 
Leon Fried 
Katherine Fry(e) 
Henry Gates 
Ronnie Gellis 
Monica Grabie 
Helen B. Grossman 
Phillips H. Hamilton 
Hamparian 
Linda B. Henry 
Harriet Hirschberg 
. Richard J. Holley 
David Holtzman 
Leonard Horowitz 
Linda C. Kabo 
Alan B. Kingsley 
Paul J. Krasnovsky 
Nancy Morris 
William Needleman 
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Parwez 
Sarah E. Peelle 
Terry Pierce 
Liza Redfield 
HowardS. Rosen 
Helena B. Ross 
John M. Sarian 
Herman Schuckman 
Charles E. Seltzer 
David P. Stahl 
Palomba Weingarten 
Judith L. Zaitmont 
Menachem Zur 
College Laboratory Technician David Barnes 
Ira A. Wilmer 
Department Secretaries Miriam Com 
Mary B. Lefkoff 
Gloria R. Lichtig 
1975-1976 
Position/ Classification Name 
Chairman Joel Mandelbaum 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Howard Brofsky 
Barry Brook 
Edward Downes 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Albert Mell 
Saul Novak 
George Perle 
Boris Schwartz 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Caroll Glenn 
William Kroll 
Nadia Reisen berg 
Carlos Surinach 
Associate Professors Leonard Amer 
Rubin Burgreen 
Allen Brings 
Alan Beuchner 
Charles Burkhart 
Carl J. Eberl 
Lawrence Eisman 
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Raymond Erickson 
Hubert Howe 
Joel Mandelbaum 
Paul F. Maynard 
Leon Pommers 
Morey Ritt 
DavidS. Walker 
Carl Schachter 
Adjunct Associate Professors Rudi Blesh 
Alvin Brehm 
Doktor 
Martin Greenbaum 
Simon Karasick 
Julius Levine 
Thomas Nyfenger 
Leon Russianoff 
Charles Russo 
Gerald Tarack 
Charles D. Walker 
Assistant Professors Thomas B. Conlin 
Dinu D. Ghezzo 
Roger Kamien 
Ashenafi Kebede 
Arbie Orenstein 
Bruce Salor 
Robert White 
Helen Wright 
Adjunct Assistant Professor Judith Davidoff 
Frank B. Foster 
Albert Godlis 
Harold Goeltzer 
Shelly Gruskin 
William Harry 
Doris E. Hays 
William Katz 
Earl Rogers 
Ronald A. Roseman 
Sheila Schonbrun 
Henry Schuman 
Bradley Spinny 
Camilla Williams 
Charles Williams 
Lois B. Wann 
Menachem Zur 
Instructors Henry Burnett 
Stephen Elmer 
Helen B. Grossman 
Margorie Hahn 
Roger Nierenberg 
Ralph Wade 
Lecturers Gail High tower 
384 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers Joseph Accurso 
Roger P. Andrews 
Elliot Antokoletz 
Rachel Braunstein 
Byrne Camp 
Earl W. Chapin 
David W. Close 
RichardS. Cohen 
Paul Dunkel 
Robert E. Fertitta 
Jose L. Franco 
Richard Friedman 
Katherine Fry(e) 
Henry Gates 
Martha Gerhart 
Loren Glickman 
Monica Grabie 
Sheryl Hawkins 
Linda B. Henry 
Harriet Hirsch berg 
David Holtzman 
Paul Ingraham 
Randy Israel 
Alan B. Kingsley 
Patricia Kopec 
Gerardo Levy 
Eugenia Monacelli 
William Needleman 
Terry Pierce 
Joseph Rabbai 
Howard S. Rosen 
Harold Rosenbaum 
Peter Rosenfeld 
Helena B. Ross 
Sandra C. Sarner 
Janet S. Siegel 
David P. Stahl 
Susan Strapac 
Carl Solomon 
Dorothy Taubman 
Richard M. Titone 
Ruth Anna Waterman 
College Laboratory Technician David Barnes 
Ira A. Wilmer 
Administrative Assistant Miriam Corn 
Department Secretaries Mary B. Lefkoff 
Golda F. Thaw 
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1976-1977 
Position/ Classification Name 
Chairman Joel Mandelbaum 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Howard Brofsky 
Barry Brook 
Edward Downes 
Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Henry Weinberg 
Hugo Weisgall 
Adjunct Professors Caroll Glenn 
William Kroll 
Nadia Reisen berg 
, Carlos Surinach 
Associate Professors Leonard Arner 
Rubin Burgreen 
Allen Brings 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Leon Pommers 
Morey Ritt 
Carl Schachter 
David S. Walker 
Adjunct Associate Professors Raymond J. Des Roches 
Loren Glickman 
Martin Greenbaum 
Simon Karasick 
Roland L. Kohloff 
Julius Levine 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
Leon Russianoff 
Charles Russo 
Gerald Tarack 
Sally G. Thomas 
Charles D. Walker 
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Assistant Professors Dinu D. Ghezzo 
Roger Kamien 
Ashenafi Kebede 
Arbie Orenstein 
Bruce Salor 
Robert White 
Helen Wright 
Adjunct Assistant Professor Martin E. Canellakis 
Israel Chorberg 
Judith Davidoff 
Uta Breyer-Gaf 
Albert Godlis 
Harold Goeltzer 
Charles F. Gause 
Helen B. Grossman 
Shelly Gruskin 
William Harry 
Thomas Lisenbee 
Harry H. Moskowitz 
Earl Rogers 
Ronald A. Roseman 
Sheila Schonbrun 
Henry Schuman 
William Vacchiano 
Daniel Robert Waitman 
Lewis E. Waldeck 
Camilla Williams 
Charles Williams 
Lois B. Wann 
Menachem Zur 
Instructors Henry Burnett 
Stephen Elmer 
Margorie Hahn 
Roger Nierenberg 
Ralph Wade 
Lecturers Gail Hightower 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers Joseph Accurso 
Roger P. Andrews 
Elliot Antokoletz 
Bedzurzick 
Arthur Berv 
Byrne Camp 
Earl W. Chapin 
David W. Close 
Micheal E. Collier 
Paul Dunkel 
Finkel 
Jose L. Franco 
Henry Gates 
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David Hathwell 
Harriet Hirsch berg 
Paul Ingraham 
Robert A. Johnson 
Helen D. Kahn 
Murray Karpilovsky 
Patricia Kopec 
Steven Lebetkin 
Eugenia Monacelli 
William Needleman 
Karen Ottenstein 
Joseph Rabbai 
Howard S. Rosen 
Harold Rosenbaum 
Peter Rosenfeld 
Helena B. Ross 
Janet S . Siegel 
Richard M. Titone 
Ruth Anna Waterman 
Graduate Fellow Robert E. Fertitta 
Susan Strapac 
College Laboratory Technician David Barnes 
Ira A. Wilmer 
Administrative Assistant Miriam Corn 
Department Secretaries Florence M. Jacobs 
Mary B. Lefkoff 
1977-1978 
Position/ Classification Name 
Chairman Joel Mandelbaum 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Howard Brofsky 
Barry Brook 
Edward Downes 
Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward R. Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Caroll Glenn 
388 
Nadia Reisen berg 
Associate Professors Leonard Amer 
Rubin Burgreen 
Allen Brings 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger Kamien 
Arbie Orenstein 
Leon Pommers 
Morey Ritt 
Carl Schachter 
David S. Walker 
Adjunct Associate Professors Raymond J. Des Roches 
Sol Greitzer 
Loren Glickman 
Berge Kalajian 
Simon Karasick 
Roland L. Kohloff 
Julius Levine 
Thomas D. Nyfenger 
Russell Oberlin 
John Olon-Scrymgeour 
Leon Russianoff 
Charles Russo 
Gerald Tarack 
Sally G. Thomas 
Assistant Professors Robert White 
Helen Wright 
Adjunct Assistant Professor Uta Breyer-Gaf 
Henry Bumett 
Martin E. Canellakis 
. 
Israel Chorberg 
Judith Davidoff 
Leonard Davis 
Dinu D. Ghezzo 
Albert Godlis 
Harold Goltzer 
Charles F. Gouse 
Helen B. Grossman 
Shelly Gruskin 
Frederick W. Hand 
William Harry 
Albert J. Johnson, Sr. 
Joan Lader S. 
Thomas Lisenbee 
Harry H. Moskowitz 
Roger Nierenberg 
Ronald A. Roseman 
389 
Sheila Schonbrun 
Henry Schuman 
William Vacchiano 
Daniel Robert Waitman 
Lewis E. Waldeck 
Camilla Williams 
Charles Williams 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Gail Hightower 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers Arthur Berv 
Byrne Camp 
Earl W. Chapin 
David W. Close 
Finkel 
Henry Gates 
Robert Hartshorne 
David Hathwell 
Paul Ingraham 
Christopher Johnson 
Helen D. Kahn 
Murray Karpilovsky 
Patricia Kopec 
Eugenia Monacelli 
Joseph Rabbai 
Harold Rosenbaum 
Peter Rosenfeld 
Janet S. Siegel 
Susan Strapac 
David Weber 
Ruth Anna Waterman 
Tsipora Yosselevitch 
Graduate Fellow Bedzurzick 
Collier 
College Laboratory Technician David Barnes 
Administrative Assistant Miriam Corn 
Department Secretaries Mary B. Lefkoff 
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1978-1979 
Position/ Classification Name 
Chairman Raymond Erickson 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Edward Downes 
Carl J . Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Leon Pommers 
Carl Schachter 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Caron Glenn 
Nadia Reisenberg 
Associate Professors Leonard Amer 
Rubin Burgreen 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger Kamien 
Arbie Orenstein 
Morey Ritt 
David S. Walker 
Adjunct Associate Professors Raymond J. Des Roches 
Sol Greitzer 
Loren Glickman 
Berge Kalajian 
Simon Karasick 
Roland L. Kohloff 
Julius Levine 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
Leon Russianoff 
Charles Russo 
Gerald Tarack 
Sally G. Thomas 
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Assistant Professors Robert White 
Helen Wright 
Adjunct Assistant Professor Adelstein 
Blain 
Botti 
Bove 
Uta Breyer-Gaf 
Henry Bumett 
Martin E. Canellakis 
Israel Chorberg 
Fishbein 
Dinu D. Ghezzo 
Glick 
Albert Godlis 
Harold Goltzer 
Charles F. Go use 
Helen B. Grossman 
Shelly Gruskin 
George C. Hampton 
Heidrich 
Albert J. Johnson, Sr. 
Joan Lader S. 
Thomas Lisenbee 
William Matthews 
Harry H. Moskowitz 
Roger Nierenberg 
Ronald A. Roseman 
Sheila Schonbrun 
Henry Schuman 
Janet S. Siegel 
William Vacchiano 
Daniel Robert Waitman 
Lewis E. Waldeck 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Gail Hightower 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers [Eytan] Agmon 
Lloyd Barrell 
Micheala Battiston 
Arthur Berv 
Block 
Byrne Camp 
Earl W. Chapin 
David W. Close 
Clute 
Collier 
DiCecco 
Finkel 
Henry Gates 
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Lee Goldstein 
David Hathwell 
Paul Ingraham 
Robert A. Johnson 
Helen D. Kahn 
Patricia Kopec 
Diane Lesser 
Arthur Maisel 
Harold Rosenbaum 
Peter Rosenfeld 
Susan Strapac 
David Weber 
Ruth Anna Waterman 
Tsipora Yosselevitch 
Graduate Fellow Joann Falletta 
Robert Hartshorne 
College Laboratory Technician David Barnes 
Administrative Assistant Miriam Corn 
1979-1980 
Position/ Classification Name 
Chairman Raymond Erickson 
Assistant Chairman for SGS Gabriel Fontrier 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Edward Downes 
Carl J. Eberl 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Caroll Glenn 
Nadia Reisenberg 
Associate Professors Leonard Arner 
Rubin Burgreen 
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Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger J. Kamien 
Arbie Orenstein 
David S. Walker 
Adjunct Associate Professors Raymond J . Des Roches 
Sol Greitzer 
Loren Glickman 
Berge Kalajian 
Simon Karasick 
Julius Levine 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
Pardee 
Leon Russianoff 
Assistant Professors Henry Burnett 
Robert White 
Helen Wright 
Adjunct Assistant Professor Adelstein 
Blain 
Botti 
Bove 
Uta Breyer-Gaf 
Martin E. Canellakis 
Israel Chorberg 
Cultice 
Harold Goltzer 
Charles F. Gouse 
Helen B. Grossman 
Shelly Gruskin 
George C. Hampton 
Hart 
Heidrich 
Albert J. Johnson, Sr. 
Kantrowicz-Glick 
Patricia Kopec 
Levi 
Thomas Lisenbee 
William Matthews 
Harry H. Moskowitz 
Roger Nierenberg 
Springfels 
William Vacchiano 
Daniel Robert Waitman 
Lewis E. Waldeck 
Ruth Anna Waterman 
Wilson 
Instructors Margorie Hahn 
Ralph Wade 
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Lecturers Gail Hightower 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers Alexander 
Allison 
Micheala Battiston 
Bayard 
Bennett 
Arthur Berv 
Bloom 
Earl W. Chapin 
David W. Close 
DiCecco 
Doyle 
Dunner 
Evans 
Joann Falletta 
Florin 
David Gagne 
Gailing 
Marta E. Ghezzo 
Lee Goldstein 
Mark Gould 
Finkel 
Henry Gates 
Shem Guibbory 
Kenneth M. Harris 
Hart 
Robert Hartshorne 
Kalm 
Murray Karpilovsky 
Abe Katz 
Kushner 
Arthur Maisel 
Robert Merkin 
James Preiss 
Price 
Harold Rosenbaum 
Peter Rosenfeld 
Edward Smaldone 
Sobol 
Tsipora Yosselevitch 
College Laboratory Technician David Bames 
Administrative Assistant Miriam Corn 
Queens College School of Music 
1980-1981 
Position/ Classification Name 
Director Raymond Erickson 
Assistant Director for SGS Gabriel Fontrier 
Graduate Advisor Howard Brof~ 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Edward Downes 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lemer 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
Henry Weinberg 
Hugo Wei~all 
Adjunct Professors [Felix] Galimir 
Caron Glenn 
Nadia Reisenberg 
Associate Professors Leonard Amer 
Rubin Burgreen 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger J. Kamien 
Arbie Orenstein 
Bruce Saylor 
David S. Walker 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
Loren Glickman 
Berge Kalajian 
Simon Karasick 
Julius Levine 
Humbert J . Lucarelli 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
Leon Russianoff 
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396 
Assistant Professors Henry Burnett 
Helen Wright 
Adjunct Assistant Professor Walter Botti 
Brustadt 
Martin E. Canellakis 
Thomas G. Cultice 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Helen B. Grossman 
Albert J. Johnson, Sr. 
Lila Kantrowicz-Glick 
Patricia Kopec 
William Lincer 
Rabbai 
Seibert 
Lewis E. Waldeck 
Ruth Anna Waterman 
David Weber 
Wilson 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Gail Hightower 
Tony Nwabuoku 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
Allison 
Bayard 
Harold Bennett 
Arthur Berv 
William Bloom 
Earl W. Chapin 
David W. Close 
Coren 
DiCecco 
Joann Falletta 
Ferguson 
Florin 
David Gagne 
Lee Goldstein 
Ronald Gould 
Kenneth M. Harris 
Robert Hartshorne 
Paul Ingraham 
[Susan] Jolles 
Murray Karpilovsky 
Abe Katz 
Robert J. Kosovsky 
Robert Merkin 
Erwin Price 
Harold Rosenbaum 
Peter Rosenfeld 
Edward Smaldone 
Lawrence Sobol 
Tsipora Yosselevitch 
College Laboratory Technician David Barnes 
Department Secretary Sylvis Berman 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
The Aaron Copland School of Music 
1981-1982 
Position/ Classification Name 
Director Raymond Erickson 
Associate Director Drora Pershing 
Assistant Director for SGS Gabriel Fontrier 
Graduate Advisor Howard BrofskY 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
Henry Weinberg 
Hugo W eisgall 
Adjunct Professors Leonard Arner 
Caroll Glenn 
Loren Glickman 
Nadia Reisenberg 
Associate Professors Rubin Burgreen 
Lawrence Eisman 
Raymond Erickson 
Hubert Howe 
Roger J. Kamien 
Arbie Orenstein 
Bruce Saylor 
David S. Walker 
397 
. 
398 
Robert White 
Adjunct Associate Professors Martin E. Canellakis 
Raymond J. Des Roches 
Sol Greitzer 
Joseph Iadone 
Berge Kalajian 
Simon Karasick 
Julius Levine 
Humbert J. Lucarelli 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
Leon Russianoff 
Assistant Professors Henry Burnett 
Rufus Hallmark 
Helen Wright 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Walter Botti 
Melvyn Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Go use 
Helen B. Grossman 
Albert J. Johnson, Sr. 
Lila Kantrowicz-Glick 
Patricia Kopec 
Gerardo Levy 
William Lincer 
William Matthews 
Rabbai 
Rudoff 
Renee Seibert 
Robert Stallman 
Lewis E. Waldeck 
Ruth Anna Waterman 
David Weber 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
Bayard 
Harold Bennett 
[L. Poundie] Burstein 
Earl W. Chapin 
David W. Close 
Maria Coffey 
Coren 
Joann Falletta 
David Gagne 
Lee Goldstein 
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Robert Hartshorne 
Paul Ingraham 
(Susan] Jolles 
Murray Karpilovsky 
Abe Katz 
Oltman 
Parascandolo 
Erwin Price 
Harold Rosenbaum 
Peter Rosenfeld 
Edward Smaldone 
Lawrence Sobol 
Stern 
Ben Verdery 
John Ware 
Tsipora Yosselevitch 
College Laboratory Technician David Barnes 
Department Secretary Sy_lvis Berman 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1981-1982) -Full Time Faculty in Bold 
Instrument Name 
Piano Leon Pommers 
Nadia Reisenberg 
Morey Ritt 
Edmund Arkus 
Violin Caron Glenn 
Patricia Kopec 
Margaret Pardee 
Ruth Anna Waterman 
Viola Lilo Kantrowicz-Glick 
Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Double Bass William Blossom 
Walter Botti 
Julius Levine 
Flute Harold Bennett 
Gerardo Levy 
Thomas Nyfenger 
Robert Stallman 
Ransom Wilson 
Clarinet Leon Russianoff 
Lawrence Sobol 
David Weber 
Oboe Leonard Arner 
Burt Lucarelli 
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Bassoon Loren Glickman 
Harold Goltzer 
French Hom Arthur Berv 
Earl W. Chapin 
Paul Ingraham 
Trumpet Mel Broiles 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
John Ware 
Trombone Simon Karasick 
Erwin Price 
Micheal Richardson 
Tuba Lewis Waldeck 
Richard Schneider 
Percussion Brad Alexander 
Raymond J. Des Roches 
Roland Kohloff 
Ronald Gould 
James Preiss 
Recorder David Hart 
Daniel Waitzman 
Gamba Judith Davidoff 
Mary Sp_ringfels 
Guitar (classical) Albert Valdez Blain 
William Matthews 
Ben Verdery 
Lute Joseph Iadone 
Organ Calvin Hampton 
Paul F. Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Voice Carol Bayard 
Lois Bove 
Maria Coffey 
Thomas Cultice 
Robert White 
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1982-1983 
Position/ Classification Name 
Director Joel Mandelbaum 
Associate Director Drora Pershing 
Assistant Director for SGS Gabriel Fontrier 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Raymond Erickson 
Gabriel Fontrier 
Joseph Goodman 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Hugo Weisgall 
Adjunct Professors Leonard Arner 
Caroll Glenn 
Loren Glickman 
Nadia Reisenberg 
Joseph E. Roseman 
Associate Professors Lawrence Eisman 
Hubert Howe 
Roger J. Kamien 
Arbie Orenstein 
Bruce Saylor 
Robert White 
Adjunct Associate Professors Martin E. Canellakis 
Raymond J. Des Roches 
Sol Greitzer 
Joseph Iadone 
Berge Kalajian 
Simon Karasick 
Julius Levine 
Humbert J. Lucarelli 
Thomas D. Nyfenger 
John Olon-Scrymgeour 
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Leon Russianoff 
Assistant Professors Henry Burnett 
Rufus Hallmark 
Helen Wright 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Walter Botti 
Melvyn Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Helen B. Grossman 
. Albert J. Johnson, Sr . 
Lila Kantrowicz-Glick 
Patricia Kopec 
Gerardo Levy 
William Lincer 
William Matthews 
Harold Rosenbaum 
Rudoff 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis E. Waldeck 
Ruth Anna Waterman 
David Weber 
Instructors Margorie Hahn 
Ralph Wade 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Alboun 
Brad Alexander 
Bayard 
Boriskin 
[L. Poundie] Burstein 
Earl W. Chapin 
David W. Close 
Maria Coffey 
Coren 
Joann Falletta 
David Gagne 
Lee Goldstein 
Robert Hartshorne 
Paul Ingraham 
Jackson 
[Susan] Jolles 
Murray Karpilovsky 
Abe Katz 
Kosovsky 
Roy Nitzberg 
Parascandolo 
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Donald Pirone 
Erwin Price 
Peter Rosenfeld 
Rosolowski 
Rutkowski 
Samarotto 
Edward Smaldone 
Stern 
Lisa Tipton 
Ben Verdery 
John Ware 
College Laboratory Technician David Barnes 
Department Secretary Sylvis Berman 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1982-1983) -Full Time Faculty in Bold 
Instrument Name 
Piano Leon Pommers 
Nadia Reisenberg 
Morey Ritt 
Edmund Arkus 
Violin Raphael Bronstein 
Caron Glenn 
Patricia Kopec 
Marvin Morgenstern 
Margaret Pardee 
Ruth Waterman 
Viola Lila Kantrowicz-Glick 
Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Claus Adam 
Double Bass William Blossom 
Walter Botti 
Julius Levine 
Flute Harold Bennett 
Gerardo Levy 
Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
Clarinet Leon Russianoff 
Lawrence Sobol 
David Weber 
Oboe Leonard Arner 
Burt Lucarelli 
Ronald Roseman 
Bassoon Loren Glickman 
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Harold Goltzer 
French Horn Arthur Berv 
Earl W. Chapin 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
John Ware 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Joseph Petrizzo 
Tuba Lewis Waldeck 
Richard Schneider 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Roland Kohloff 
Ronald Gould 
James Preiss 
Recorder David Hart 
Daniel Waitzman 
Gamba Judith Davidoff 
Mary Springfels 
Guitar (classical) Albert Valdez Blain 
William Matthews 
Ben Verderv 
Lute Joseph Iadone 
Organ Calvin Hampton 
Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Voice Carol Bayard 
Lois Bove 
Maria Coffey 
Thomas Cultice 
Robert White 
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1983-1984 
Position/ Classification Name 
Director Joel Mandelbaum 
Associate Director Drora Pershin_g_ 
Assistant Director for SGS Sol Berkowitz 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
Maurice Peress 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Adjunct Professors Adam 
Martin E. Canellakis 
Caroll Glenn 
Loren Glickman 
Nadia Reisen berg 
Associate Professors Henry Burnett 
Rufus Hallmark 
Arbie Orenstein 
Bruce Saylor 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
David Gould 
Sol Greitzer 
Joseph lactone 
Berge Kalajian 
[Jeanne] Mallow 
Julius Levine 
Barbara Stein-Mallow 
Thomas D. Nyfenger 
Leon Russianoff 
Aristid Von Wurtzler 
Adjunct Assistant Professor Arthur Berv 
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William Blossom 
Walter Botti 
Mel Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Helen B. Grossman 
Lilo Kantrowicz-Glick 
Patricia Kopec 
William Lincer 
William Matthews 
Harold Rosenbaum 
Rudoff 
Renee Seibert 
Lawrence Sobol 
lnge Wolfe 
Instructors David Gagne 
Margorie Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Alboun 
Brad Alexander 
Bayard 
Boriskin 
[L. Poundie] Burstein 
David W. Close 
Maria Coffey 
Coren 
Joann Falletta 
Lee Goldstein 
Paul Ingraham 
Jackson 
Murray Karpilovsky 
Abe Katz 
Kosovsky 
Donald Pirone 
Erwin Price 
Peter Rosenfeld 
Rosolowski 
[Frank] Samarotto 
Edward Smaldone 
Stem 
Lisa Tipton 
Ben Verdery 
College Laboratory. Technician David Bames 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
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Performance Faculty ( 1983-1984) -Full Time Faculty in Bold 
Instrument Name 
Piano Ana Marie Bottazzi 
Leon Pommers 
Nadia Reisenberg 
Morey Ritt 
Violin Raphael Bronstein 
Caroll Glenn 
Patricia Kopec 
Marvin Morgenstern 
Margaret Pardee 
Ruth Waterman 
Viola Lilo Kantrowicz-Glick 
Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Claus Adam 
Double Bass William Blossom 
Walter Botti 
Julius Levine 
Flute Harold Bennett 
Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
Clarinet Leon Russianoff 
Lawrence Sobol -
David Weber 
Oboe Leonard Arner 
Ronald Roseman 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
John Ware 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Joseph Petrizzo 
Marc Tartell 
Tuba Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
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Recorder Daniel Waitzman 
Gamba Judith Davidoff 
Mary Springfels 
Guitar (classical) Albert Valdez-Blain 
William Matthews 
Ben Verdery 
Lute Joseph Iadone 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Voice Maria Coffey 
Elizabeth Coss 
Helen B. Grossman 
Robert C. White 
Inge Wolff 
Harp Aristid Von Wurtzler 
1984-1985 
Position/ Classification Name 
Director Rufus Hallmark 
Associate Director Drora Pershing 
Assistant Director for SGS 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
Maurice Peress 
George Perle 
Leon Pommers 
Morey Ritt 
Carl Schachter 
DavidS. Walker 
Henry Weinberg 
Adjunct Professors Raphael Bronstein 
Martin E. Canellakis 
Loren Glickman 
Ani Kavafian 
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Associate Professors Henry Burnett 
Rufus Hallmark 
Arbie Orenstein 
Bruce Saylor 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
David Gould 
Sol Greitzer 
Joseph Iadone 
Burton Kaplan 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
Barbara Stein- Mallow 
Thomas D. Nyfenger 
Margaret Pardee 
Leon Russianoff 
' Alice Smiley 
John Wion 
Aristid Von Wurtzler 
Assistant Professor Richard Sang 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
John Carabella 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Helen B. Grossman 
Guthrie 
Patricia Kopec 
William Lincer 
William Matthews 
Harold Rosenbaum 
Rudoff 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
lnge Wolfe 
Instructors David Gagne 
Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
Deborah Assael 
[L. Poundie l_ Burstein 
410 
Butler 
Campbell 
David W. Close 
Maria Coffey 
Emerson 
Joann Falletta 
Fusco 
Gates 
Lee Goldstein 
Grenholm 
Heth 
Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
Low 
McSullea 
Thomas Parisi 
Erwin Price 
Peter Rosenfeld 
Rosolowski 
Rothman 
Schindler 
Sheng 
Edward Smaldone 
Smith 
Supplee 
Lisa Tipton 
Ben Verdery 
College Laboratory Technician David Barnes 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1984-1985) -Full Time Faculty in Bold 
Instrument Name 
Violin Raphael Bronstein 
Burton Kaplan 
Ani Kavafian 
Patricia Kopec 
Margaret Pardee 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Double Bass William Blossom 
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Walter Botti 
Julius Levine 
Flute Harold Bennett 
Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
John Wion 
Oboe Ronald Roseman 
Clarinet Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
John Carabella 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Joseph Petrizzo 
Marc Tartell 
Tuba Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Aristid Von Wurtzler 
Guitar (classical) Albert Valdez-Blain 
William Matthews 
Ben Verdery 
Piano Ana Marie Bottazzi 
Seymour Lipkin 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph Iadone 
Patrick O'Brien 
Voice Maria Coffey 
Elizabeth Coss 
Helen B. Grossman 
Position/ Classification 
Director 
Associate Director 
Graduate Advisor 
Professors 
Adjunct Professors 
Associate Professors 
Adjunct Associate Professors 
I Thomas Parisi 
Robert C. Wh1te 
Inge Wolff 
1985-1986 
Name 
Rufus Hallmark 
Drora Pershin_g 
Charles Burkhart 
Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Albert Mell 
Saul Novak 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Raphael Bronstein 
Martin E. Canellakis 
Loren Glickman 
Ani Kavafian 
Henry Burnett 
Rufus Hallmark 
Arbie Orenstein 
Bruce Saylor 
Robert White 
Raymond J. Des Roches 
Hamao Fujiwara 
Mark Gould 
Sol Greitzer 
Joseph Iadone 
Burton Kaplan 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
Barbara Stein-Mallow 
412 
413 
Thomas D. Nyfenger 
Margaret Pardee 
Leon Russianoff 
Alice Smiley 
Aristid Von Wurtzler 
Assistant Professor Richard Sang 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
John Carabella 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Guthrie 
Patricia Kopec 
William Lincer 
William Matthews 
Harold Rosenbaum 
Rudoff 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
Williams 
Inge Wolfe 
Instructors David Gagne 
Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
Briskin 
[L. Poundie] Burstein 
David W. Close 
Emerson 
Joann Falletta 
Gates 
Heth 
Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
McSullea 
Murphy 
Roy Nitzberg 
Post 
Erwin Price 
Peter Rosenfeld 
Edward Smaldone 
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Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1985-1986) ~Full Time Faculty in Bold 
Instrument Name 
Violin Raphael Bronstein 
Hamao Fujiwara 
Burton Kaplan 
Ani Kavafian 
Patricia Kopec 
Margaret Pardee 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Julius Levine 
Flute Harold Bennett 
Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
John Wion 
Oboe Ronald Roseman 
Clarinet Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
John Carabella 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
Edward Treutel 
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Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Joseph Petrizzo 
Marc Tartell 
Tuba William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Aristid Von Wurtzler 
Guitar (classical) Albert Valdez-Blain 
William Matthews 
Ben Verdery 
Piano Ana Marie Bottazzi 
Seymour Lipkin 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph Iadone 
Patrick O'Brien 
Voice Peter Elkus 
Marcy Lindheimer 
Thomas Parisi 
Robert C. White 
lnge Wolff 
1986-1987 
Position/ Classification Name 
Director Rufus Hallmark 
Associate Director Drora Pershing 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Ani Kavafian 
Alexander Kouguell 
Leo Kraft 
Edward Lemer 
Joel Mandelbaum 
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Paul F. Maynard 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Adjunct Professors Raphael Bronstein 
Martin E. Canellakis 
Loren Glickman 
Associate Professors Henry Burnett 
Rufus Hallmark 
Arbie Orenstein 
Bruce Saylor 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
Hamao Fujiwara 
Mark Gould 
Sol Greitzer 
Joseph Iadone 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
Barbara Stein- Mallow 
Thomas D. Nyfenger 
Margaret Pardee 
Leon Russianoff 
Alice Smiley 
Aristid Von Wurtzler 
Assistant Professor Richard Sang 
Joseph N. Strauss 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Guthrie 
Patricia Kopec 
William Lincer 
William Matthews 
Harold Rosenbaum 
Rudoff 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
417 
Martha Williams 
Instructors David Gagne 
Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
David W. Close 
Joann Falletta 
Gates 
Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
Roy Nitzberg 
Patrick O'Brien 
Thomas Parisi 
Erwin Price 
Peter Rosenfeld 
Edward Smaldone 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Bames 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1986-1987) -Full Time Faculty in Bold 
Instrument Name 
Violin Raphael Bronstein 
Ani Kavafian 
Patricia Kopec 
Margaret Pardee 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Julius Levine 
Flute Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
Daniel Waitzman 
Oboe Ronald Roseman 
Clarinet David Glazer 
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Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Hom Arthur Berv 
Melissa Coren 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Marc Tartell 
Tuba William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Aristid Von Wurtzler 
Guitar (classical) Albert Valdez-Blain 
William Matthews 
Ben Verderv 
Piano Ana Marie Bottazzi 
Seymour Lipkin 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph lactone 
Patrick O'Brien 
Voice Peter Elkus 
Marcy Lindheimer 
Thomas Parisi 
Robert C. White 
lnge Wolff 
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1987-1988 ("Jubilee Year"-50 years) 
Position/ Classification Name 
Director Rufus Hallmark 
Associate Director Drora Pershing 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Ani Kavafian 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Thea Musgrave 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Adjunct Professors Raphael Bronstein 
David Glazer 
Loren Glickman 
Leon Pommers 
Hugo W eisgall 
Associate Professors Henry Bumett 
Rufus Hallmark 
Arbie Orenstein 
Bruce Saylor 
Joseph N. Strauss 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
Hamao Fujiwara 
Paul Gekker 
Mark Gould 
Sol Greitzer 
Joseph Iadone 
Stephen Johns 
Kane 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
Barbara Stein-Mallow 
Thomas D. Nyfenger 
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Margaret Pardee 
Leon Russianoff 
Alice Smiley 
Aristid Von Wurtzler 
Assistant Professor Richard Sang 
Edward Smaldone 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Cynthia Hoffman 
Patricia Kopec 
William Lincer 
William Matthews 
Donald Pirone 
Sue Pollak 
Harold Rosenbaum 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
Martha Williams 
Instructors David Gagne 
Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
[L. Poundie] Burstein 
David W. Close 
Daglian 
Dougherty 
Joann Falletta 
Gates 
Edward Gilmore 
Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
Patrick O'Brien 
Thomas Parisi 
Erwin Price 
Peter Rosenfeld 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
Graduate Assistants [Linda] Ardito 
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Roy Nitzberg 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1987-1988) -Full Time Faculty in Bold 
Instrument Name 
Violin Raphael Bronstein 
Hamao Fujiwara 
Ani Kavafian 
Patricia Kopec 
Margaret Pardee 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Flute Trudy Kane 
Thomas Nyfenger 
Renee Siebert 
Robert Stallman 
Daniel Waitzman 
Oboe Carolyn Sue Pollack 
Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
Melissa Coren 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Patrick Dougherty 
Paul Gekker 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
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Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Marc Tartell 
Tuba Stephen Johns 
William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Aristid Von Wurtzler 
Guitar (classical) William Matthews 
Albert Valdez-Blain 
Ben Verdery 
Piano . Ana Marie Bottazzi 
William Daglian 
Douglas Fisher 
Seymour Lipkin 
Donald Pirone 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph ladone 
Patrick O'Brien 
Voice Peter Elkus 
Cynthia Hoffman 
Marcy Lindheimer 
Jane Wendy Olian 
Robert C. White 
lnge Wolff 
Position/ Classification 
Director 
Associate Director 
Graduate Advisor 
Professors 
Adjunct Professors 
Associate Professors 
Adjunct Associate Professors 
1988-1989 
Name 
Rufus Hallmark 
Drora Pershing 
Charles Burkhart 
Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert S . Howe 
Alexander Kouguell 
Leo Kraft 
Edward Lerner , 
Joel Mandelbaum 
Paul F. Maynard 
Thea Musgrave 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Raphael Bronstein 
David Glazer 
Loren Glickman 
Leon Pommers 
Hugo W eisgall 
Henry Burnett 
Rufus Hallmark 
Jimmy Heath 
Ani Kavafian 
Arbie Orenstein 
Bruce Saylor 
Joseph N. Strauss 
Robert White 
Raymond J. Des Roches 
Hamao Fujiwara 
Paul Gekker 
Mark Gould 
Sol Greitzer 
Joseph ladone 
Stephen Johns 
Trudy Kane 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
423 
424 
Barbara Stein-Mallow 
Thomas D. Nyfenger 
Jane Wendy Olian 
Margaret Pardee 
Leon Russianoff 
Aristid Von Wurtzler 
Assistant Professor Douglas L. Fisher 
Richard Sang 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Cynthia Hoffman 
Patricia Kopec 
William Lincer 
William Matthews 
Donald Pirone 
Sue Pollak 
Harold Rosenbaum 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
Martha Williams 
Instructors David Gagne 
Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
[L. Poundie] Burstein 
David W. Close 
Daglian 
Dougherty 
Gates 
Edward Gilmore 
Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
Patrick O'Brien 
Thomas Parisi 
Erwin Price 
Peter Rosenfeld 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
425 
Graduate Assistants [Linda] Ardito 
Roy Nitzberg 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1988-1989) -Full Time Faculty in Bold 
Instrument Name 
Violin Raphael Bronstein 
Hamao Fujiwara 
Ani Kavafian 
Patricia Kopec 
Margaret Pardee 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Flute Trudy Kane 
Renee Siebert 
Robert Stallman 
Daniel Waitzman 
Oboe Carolyn Sue Pollack 
Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
Melissa Coren 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Patrick Dougherty 
Paul Gekker 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
426 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Marc Tartell 
Tuba Stephen Johns 
William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Aristid Von Wurtzler 
Guitar (classical) William Matthews 
Ben Verde_ry 
Piano Ana Marie Bottazzi 
William Daglian 
Douglas Fisher 
Seymour Lipkin 
Donald Pirone 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph lactone 
Patrick O'Brien 
Voice Peter Elkus 
Cynthia Hoffman 
Marcy Lindheimer 
Jane Wendy Olian 
Robert C. White 
lnge Wolff 
1989-1991 
Position/ Classification Name 
Director Hubert Howe, Jr. 
Associate Director Drora Pershing 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Barry Brook 
Alan Beuchner 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Hubert S. Howe 
427 
Alexander Kouguell 
Edward Lemer 
Joel Mandelbaum 
Paul F. Maynard 
Thea Musgrave 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Adjunct Professors David Glazer 
Loren Glickman 
Leon Pommers 
Hugo Weisgall 
Associate Professors Henry Burnett 
Rufus Hallmark 
Jimmy Heath 
Arbie Orenstein 
Daniel Phillips 
Bruce Saylor 
Joseph N. Strauss 
Robert White 
Adjunct Associate Professors Raymond J. Des Roches 
Paul Gekker 
Mark Gould 
Sol Greitzer 
Joseph Iadone 
Stephen Johns 
Trudy Kane 
Simon Karasick 
Julius Levine 
Seymour Lipkin 
Barbara Stein- Mallow 
Thomas D. Nyfenger 
Jane Wendy Olian 
Margaret Pardee 
Leon Russianoff 
Aristid Von Wurtzler 
Assistant Professor Douglas L. Fisher 
David Gagne 
Richard Sang 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Marta Ghezzo 
Harold Goltzer 
Charles F. Gause 
Cynthia Hoffman 
428 
Patricia Kopec 
William Lincer 
Marcy Lindheimer 
William Matthews 
Donald Pirone 
Sue Pollak 
Harold Rosenbaum 
Renee Seibert 
Lawrence Sobol 
Robert Stallman 
Lewis Waldeck 
Ruth Waterman 
David Weber 
Martha Williams 
InstruCtors Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
David W. Close 
Daglian 
Dougherty 
Gates 
Edward Gilmore 
· Paul Ingraham 
Murray Karpilovsky 
Abe Katz 
Patrick O'Brien 
Thomas Parisi 
Peter Rosenfeld 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
Graduate Assistants [Linda] Ardito 
Roy Nitzberg 
Pates 
Department Secretary Constance Weill 
Research Assistant Gretchen V. Clumpner 
Office Assistant Rebecca Peterson 
Performance Faculty (1989-1991) -Full Time Faculty in Bold 
Instrument Name 
Violin Arian Bronne 
Ani Kavafian 
Patinka Kopec 
Margaret Pardee 
Daniel Phillips 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
429 
Viola Sol Greitzer 
Patricia Kopec 
William Lincer 
Cello Alexander Kouguell 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Flute Trudy Kane 
Renee Siebert 
Robert Stallman 
Keith Underwood 
Oboe Carolyn Sue Pollack 
Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Leon Russianoff 
Lawrence Sobol 
David Weber 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
Melissa Coren 
Peter Gordon 
Paul Ingraham 
Trumpet Mel Broiles 
Patrick Dougherty 
Paul Gekker 
Mark Gould 
Murray Karpilovsky 
Abe Katz 
Thomas Lisenbee 
Henry Nowak 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
C. Micheal Richardson 
Marc Tartell 
Tuba Stephen Johns 
William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Susan Jolles 
Aristid Von Wurtzler 
Guitar (classical) Frederic Hand 
William Matthews 
Ben Verdery 
Piano Ana Marie Bottazzi 
William Daglian 
430 
Douglas Fisher 
Seymour Lipkin 
Donald Pirone 
Leon Pommers 
Morey Ritt 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph Iadone 
Patrick O'Brien 
Voice Peter Elkus 
Cynthia Hoffman 
Marcy Lindheimer 
Jane Wendy Olian 
Robert C. White 
Stagecraft Rhoda Levine 
431 
1991-1993 
(Moved into the new Music Building) 
Position/ Classification Name 
Director Hubert Howe, Jr. 
Associate Director Drora Pershing 
Assistant Director Henrv Burnett 
Assistant to the Director Gretchen V. Clumpner 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Howard Brofsky 
Alan Beuchner 
Charles Burkhart 
Donald Byrd 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Hubert S. Howe 
Stephen E. Kates 
Edward Lerner 
Joel Mandelbaum 
Paul F. Maynard 
Thea Musgrave 
Arbie Orenstein 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Bruce Saylor 
Carl Schachter 
David S. Walker 
Henry Weinberg 
Robert White 
Adjunct Professors David Glazer 
Loren Glickman 
Leon Pommers 
Associate Professors Jimmy Heath 
Daniel Phillips 
Joseph N. Strauss 
Adjunct Associate Professors Brown 
Raymond J. Des Roches 
Emmons 
Joseph Iadone 
Simon Karasick 
William Lincer 
Wendy Olian 
Margaret Pardee 
Harold Rosenbaum 
Barbara Stein-Mallow 
Aristid Von Wurtzler 
Assistant Professor David Gagne 
432 
Richard Sang 
Edward Smaldone 
Adjunct Assistant Professor Arthur Berv 
William Blossom 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Harold Goltzer 
Charles F. Gause 
Patricia Kopec 
Marcy Lindheimer 
William Matthews 
Harold Rosenbaum 
Renee Seibert 
Robert Stallman 
Ruth Waterman 
Martha Williams 
Instructors Margorie C. Hahn 
Lecturers Gail Hightower 
Drora Pershing 
Adjunct Lecturers Brad Alexander 
Daglian 
Dougherty 
Edward Gilmore 
Murray Karpilovsky 
Patrick O'Brien 
Thomas Parisi 
Erwin Price 
Peter Rosenfeld 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
Graduate Assistants 0 ' Donnell 
Townsend 
Department Secretary Rebecca Peterson 
Research Assistant Gretchen V. Clumpner 
Office Assistant Geresi 
Performance Faculty (1991-1993) -Full Time Faculty in Bold 
Instrument Name 
Violin Arian Bronne 
Patinka Kopec 
Margaret Pardee 
Daniel Phillips 
Alice Smiley 
Ruth Waterman 
Baroque Violin Nancy Wilson 
Viola Patinka Kopec 
William Lincer 
433 
Cello Stephen Kates 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Flute Robert Dick 
Renee Siebert 
Robert Stallman 
Keith Underwood 
Oboe Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Arthur Berv 
Melissa Coren 
Peter Gordon 
Trumpet Donald Byrde 
Murray Karpilovsky 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
Tuba William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Susan Jolles 
Aristid Von Wurtzler 
Guitar (classical) Frederic Hand 
William Matthews 
Ben Verdery 
Piano Ana Marie Bottazzi 
William Daglian 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Paul Mavnard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel Waitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph Iadone 
Patrick O'Brien 
Voice Shirlee Emmons 
Marcy Lindheimer 
Jane Wendy Olian 
Robert C. White, Jr. 
434 
1993-1995 
Position/ Classification Name 
Director Hubert Howe, Jr. 
Associate Director Drora Pershing 
Assistant Director Henry Burnett 
Assistant to the Director Gretchen V. Clumoner 
Graduate Advisor Charles Burkhart 
Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Donald Byrd 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Hubert S. Howe 
Stephen E. Kates 
Joel Mandelbaum 
Paul F. Maynard 
Thea Musgrave 
Arbie Orenstein 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Bruce Saylor 
Carl Schachter 
Joseph N. Strauss 
David S. Walker 
Henry Weinberg 
Robert White 
Adjunct Professors David Glazer 
Loren Glickman 
Leon Pommers 
Associate Professors Henry Burnett 
Jimmy Heath 
Daniel Phillips 
Adjunct Associate Professors Brown 
Raymond J . Des Roches 
Shirlee Emmons 
Joseph ladone 
Simon Karasick 
William Lincer 
Wendy Olian 
Margaret Pardee 
Harold Rosenbaum 
Barbara Stein-Mallow 
Aristid Von Wurtzler 
Assistant Professor David Gagne 
Richard Sang 
Edward Smaldone 
Adjunct Assistant Professor William Blossom 
435 
Ana Marie Bottazzi 
Walter Botti 
Mel Broiles 
Harold Goltzer 
Marcy Lindheimer 
William Matthews 
Harold Rosenbaum 
Renee Seibert 
Robert Stallman 
Ruth Waterman 
Williams 
Instructors Margorie C. Hahn 
Lecturers Drora Pershing 
Adjunct Lecturers Brad Alexander 
Bower 
Daglian 
Dougherty 
Edward Gilmore 
Murray Karpilovsky 
Patrick O'Brien 
Erwin Price 
Peter Rosenfeld 
Ben Verdery 
Nancy Wilson 
College Laboratory Technician David Barnes 
Graduate Assistants O'Donnell 
Townsend 
Department Secretary Rebecca Peterson 
Office Assistant [Annel Dimino 
Performance Faculty (1993-1995) -Full Time Faculty in Bold 
Instrument Name 
Violin Arian Bronne 
Margaret Pardee 
Daniel Phillips 
Baroque Violin Nancy Wilson 
Viola Williani Lincer 
Cello Stephen Kates 
Barbara Stein-Mallow 
Martha Williams 
Double Bass William Blossom 
Walter Botti 
Flute Robert Dick 
Renee Siebert 
Robert Stallman 
Keith Underwood 
Oboe Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
436 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Melissa Coren 
Peter Gordon 
Trumpet Donald Byrde 
Murray Karpilovsky 
Edward Treutel 
Trombone Simon Karasick 
Erwin Price 
Tuba William Troiano 
Lewis Waldeck 
Percussion Brad Alexander 
Raymond J. Des Roches 
Richard Horowitz 
Harp Susan Jolles 
Aristid Von Wurtzler 
Guitar (classical) Frederic Hand 
William Matthews 
Ben Verdery 
Piano Ana Marie Bottazzi 
William Daghlian 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Recorder Daniel W aitzman 
Viola da Gamba Judith Davidoff 
Lute Joseph Iadone 
Patrick O'Brien 
Voice Shirlee Emmons 
Marcie Lindheimer 
Jane Wendy Olian 
Robert C. White, Jr. 
1995-1996 
Position/ Classification Name 
Director Hubert Howe, Jr. 
Associate Director Drora Pershing 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor Charles Burkhart 
Distinguished Professors Thea Musgrave 
Carl Schachter 
Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Stephen Curtis (Visiting) 
437 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Jimmy Heath 
Hubert S. Howe 
Joel Mandelbaum 
Arbie Orenstein 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Bruce Saylor 
Joseph N. Strauss 
Henry Weinberg 
Robert White 
Adjunct Professors Samuel Baron 
David Glazer 
Loren Glickman 
Homer Mensch 
Harold Rosenbaum 
Associate Professors Henry Bumett 
Sir Roland Hanna 
Daniel Phillips 
Richard Sang 
Adjunct Associate Professors Raymond J. Des Roches 
Shirlee Emmons 
David Gerber 
Trudy Kane 
William Lincer 
Homer Mensch 
John Moses 
Lev Natochenny 
Wendy Olian 
Margaret Pardee 
Vagram Saradjian 
Barbara Stein-Mallow 
Aristid Von Wurtzler 
Assistant Professor David Gagne 
Edward Smaldone 
Adjunct Assistant Professor Ana Marie Bottazzi 
Mel Broiles 
Phil Granger 
Joyce 
Kosloff 
Marcy Lindheimer 
William Matthews 
Ostwald 
Donald Pirone 
William Purvis 
Robert Stallman 
Keith Underwood 
Ruth Waterman 
438 
Martha Williams 
Instructors Margorie C. Hahn 
Lecturers Drora Pershing 
Adjunct Lecturers Gollin 
Murray Karpilovsky 
Michael Lipsey 
Roy Nitzberg 
Patrick O'Brien 
Olsen 
Erwin Price 
Richards 
Jack Schatz 
Taublieb 
Ben Verderv 
Graduate Fellows Goldberg 
[Stepheti] Slottow 
College Laboratory Technician David Barnes 
[Andrew] Saderman 
Department Secretary [Anne] Dimino 
Performance Faculty (1995-1996) -Full Time Faculty in Bold 
Instrument Name 
Violin Margaret Pardee 
Daniel Phillips 
Viola Toby Apel 
William Lincer 
Cello David Gerber 
Vagram Saradjian 
Barbara Stein-Mallow 
Double Bass Homer Mensch 
Flute Samuel Baron 
Trudy Kane 
Robert Stallman 
Keith Underwood 
Oboe Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Laura Medlin 
John Moses 
Avako Neidich 
Bassoon Loren Glickman 
Harold Goltzer 
French Horn Peter Gordon 
William Purvis 
Trumpet Murray Karpilovsky 
Edward Treutel 
Trombone Erwin Price 
Jack Schatz 
Percussion Raymond J. Des Roches 
439 
Michael Lipsey 
Harp Susan Jolles 
Aristid Von Wurtzler 
Guitar (classical) William Matthews 
Patrick O'Brien 
Ben Verdery 
Piano William Daghlian 
Lev Natochenny 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Donald Joyce 
Paul Maynard 
Harpsichord Raymond Erickson 
Paul Maynard 
Lute Patrick O'Brien 
Voice Shirlee Emmons 
Marcie Lindheimer 
Jane Wendy Olian 
Robert C. White, Jr. 
1996-1998 
Position/ Classification Name 
Director Hubert Howe, Jr. 
Associate Director Drora Pershing 
Assistant Director Henry Bumett 
Assistant to the Director Jonathan Irving 
Graduate Advisor Charles Burkhart 
Distinguished Professor Thea Musgrave 
Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Jimmy Heath 
Hubert S . Howe 
Joel Mandelbaum 
Arbie Orenstein 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
Bruce Saylor 
Joseph N. Strauss 
Henry Weinberg 
Robert White 
Adjunct Professors Samuel Baron 
Karen Dreyfus 
David Glazer 
440 
Loren Glickman 
Burton Kaplan 
Homer Mensch 
Harold Rosenbaum 
Associate Professors [Rita] Aiello 
Henry Burnett 
Sir Roland Hanna 
Susan Jolles 
Daniel Phillips 
Richard Sang 
Adjunct Associate Professors Shirlee Emmons 
David Gerber 
Trudy Kane 
William Lincer 
Homer Mensch 
John Moses 
Lev Natochenny 
Wendy Olian 
Margaret Pardee 
Vagram Saradjian 
Barbara Stein- Mallow 
Jan Vinci 
Aristid Von Wurtzler 
Assistant Professor David Gagne 
Edward Smaldone 
Anne Stone 
Adjunct Assistant Professor Ana Marie Bottazzi 
Mel Broiles 
Phil Granger 
Donald Joyce 
Kosloff 
Marcy Lindheimer 
William Matthews 
Ostwald 
Donald Pirone 
William Purvis 
Robert Stallman 
Keith Underwood 
Instructor Margorie C. Hahn 
Lecturer Drora Pershing 
Adjunct Lecturers Jean Cortese 
William Daghlian 
Edna Golandsky 
Gollin 
Murray Karpilovsky 
Micheal Lipsey 
Roy Nitzberg 
Patrick O'Brien 
Olsen 
Erwin Price 
Richards 
441 
Jack Schatz 
Cynthia Sikes 
Taublieb 
Ben Verdery 
Graduate Fellows Goldberg 
[Stephen) Slottow 
Senior College Laboratory Technician _[Wolodymyr) Jawdoszyn 
College Laboratory Technician David Barnes 
[Andrew] Saderman 
Department Secretary [Anne] Dimino 
Performance Faculty (1996-1998) -Full Time Faculty in Bold 
Instrument Name 
Violin Burton Kaplan 
Margaret Pardee 
Daniel Philli~s 
Viola Toby Apel 
Karen Dreyfus 
William Lincer 
Cello David Gerber 
Vagram Saradjian 
Barbara Stein-Mallow 
Double Bass Homer Mensch 
Flute Samuel Baron 
Trudy Kane 
Robert Stallman 
Keith Underwood 
Jan (sp) Vinci 
Oboe Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Laura Medlin 
John Moses 
Ayako Neidich 
Bassoon Jean Cortese 
Loren Glickman 
French Horn Peter Gordon 
David Jolley 
William Purvis 
Trumpet Phil Granger 
Murray Karpilovsky 
Edward Treutel 
Trombone Erwin Price 
Jack Schatz 
Saxophone Jimmy Heath 
Cynthia Sikes 
Percussion Michael Lipsey 
Harp Susan Jolles 
Aristid Von Wurtzler 
442 
Guitar (classical) William Matthews 
Patrick O'Brien 
Ben Verderv 
Piano William Daghlian 
Edna Golandsky 
Lev Natochenny 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Donald Joyce 
Paul Maynard . 
Harpsichord Raymond Erickson 
Paul Maynard 
Lute Patrick O'Brien 
Voice Shirlee Emmons 
Marcie Lindheimer 
Jane Wendy Olian 
Robert C. White, Jr. 
1999 
Position/ Classification Name 
Director Rufus Hallmark 
Associate Director Drora Pershing 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor Charles Burkhart 
Distinguished Professor Thea Musgrave 
Professors Allen Brings 
Charles Burkhart 
Stephen M. Curtis 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Sir Roland Hanna 
Hubert S. Howe 
Arbie Orenstein 
Maurice Peress 
Morey Ritt 
Ronald Roseman 
William N. Rothstein 
Bruce Saylor 
Joseph N. Strauss 
Adjunct Professors David Glazer 
Loren Glickman 
Burton Kaplan 
Homer Mensch 
Robert 
Dorothy Taubman 
Harold Rosenbaum 
443 
Associate Professors [Rita] Aiello 
Henry Burnett 
David Gagne 
David Jolley 
Daniel Phillips 
Richard Sang 
Adjunct Associate Professors Blake 
Butterly 
David Gerber 
Trudy Kane 
Lev Natochenny 
Ostwald 
Vagram Saradjian 
Barbara Stein- Mallow 
Jan Vinci 
Aristid Von Wurtzler 
Wincinc 
Assistant Professor Edward Smaldone 
Anne Stone 
Williams 
Adjunct Assistant Professor Albert Ahlstrom 
Linda Chesis 
Kosloff 
Malkin 
William Matthews 
Donald Pirone 
[Robert] Routch 
Keith Underwood 
Instructor Margorie C. Hahn 
Lecturer Drora Pershing 
Adjunct Lecturers Bobo 
Jean Cortese 
Edna Golandsky 
Krakauer 
Michael Lipsey 
Roy Nitzberg 
Raley 
Jack Schatz 
Cynthia Sikes 
Taublieb 
Ben Verdery 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Department Secretaries [Anne] Dimino 
[Cynthia] Major 
444 
Performance Faculty (1999) -Full Time Faculty in Bold 
Instrument Name 
Violin Daniel Phillips 
Burton Kaplan 
Margaret Pardee 
Viola Toby Apel 
Karen Dreyfus 
William Lincer 
Cello David Gerber 
Vagram Saradjian 
Barbara Stein-Mallow 
Double Bass Homer Mensch 
Flute Trudy Kane 
Robert Stallman 
Keith Underwood 
Jane Vinci 
Oboe Ronald Roseman 
Clarinet Edward Gilmore 
David Glazer 
Laura Medlin 
John Moses 
Ayako Neidich 
Bassoon Jean Cortese 
Loren Glickman 
French Hom Peter Gordon 
David Jolley 
William Purvis 
Trumpet Murray Karpilovsky 
Edward Treutel 
Trombone Erwin Price 
Jack Schatz 
Saxophone Jimmy Heath 
Cynthia Sikes 
Percussion Michael Lipsey 
Harp Susan Jolles 
Aristid Von Wurtzler 
Guitar (classical) William Matthews 
Patrick O'Brien 
Ben Verdery 
Piano William Daghlian 
Edna Golandsky 
Lev Natochenny 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Albert Ahlstrom 
John Weaver 
Harpsichord Raymond Erickson 
Lute Patrick O'Brien 
Voice Shirlee Emmons 
Position/ Classification 
Director 
Associate Director 
Assistant Director 
Assistant to the Director 
Graduate Advisor 
Distinguished Professor 
Emeritus Distinguished Professor 
Emeritus Professors 
Professors 
Associate Professors 
Assistant Professor 
Instructors 
Lecturer 
Graduate Fellows 
Marcie Lindheimer 
Jane Wendy Olian 
Robert C. White, Jr. 
2000-2001 
Name 
Rufus Hallmark 
Drora Pershing 
Henry Burnett 
Jonathan Irving 
William N. Rothstein 
Thea Musgrave 
Carl Schachter 
Sol Berkowitz 
Charles Burkhart 
Jimmy Heath 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Allen Brings 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Sir Roland Hanna 
Hubert S. Howe 
Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Joseph N. Strauss 
Henry Burnett 
David Gagne 
David Jolley 
Micheal Mossman 
Rosenzweig 
Richard Sang 
Edward Smaldone 
Anne Stone 
Williams 
Cindy Bell 
Margorie C. Hahn 
Drora Pershing 
Franklin 
[Philip] Stoeker 
445 
446 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Department Secretaries [Anne] Dimino 
[Cynthia] Major 
Performance Faculty (2000-2001) -Full Time Faculty in Bold 
Instrument Name 
Violin and Viola Daniel Phillips 
Sara Adams 
Toby Apel 
Karen Dreyfus 
Burton Kaplan 
Isaac Malkin 
Margaret Pardee 
Cello David Gerber 
Alexander Kouguell 
Vagram Saradjian 
Barbara Stein-Mallow 
Double Bass Homer Mensch 
Flute Linda Chesis 
Brad Garner 
Laura Gilbert 
Trudy Kane 
Tara Helen O'Connor 
Keith Underwood 
Jane Vinci 
Clarinet David Glazer 
David Krakauer 
Ayako Neidich 
Bassoon Jean Cortese 
Donald Olson 
Jane Taylor 
French Hom David Jolley 
Robert Routch 
Trumpet Micheal Mossman 
Murray Kahn 
Susan Radcliff 
Tom Smith 
Trombone Micheal Mossman 
Jack Schatz 
Chaim Avitzur 
Percussion Michael Lip_se_y 
Harp Susan Jolles 
Guitar (classical) Frederick Hand 
Patrick O'Brien 
Lute Patrick O'Brien 
Piano Edna Golandsky 
Lev Natochenny 
447 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Dorothy Taubman 
Organ Harry Huff 
John Weaver 
Harpsichord Raymond Erickson 
Voice Shirlee Emmons 
Lena Gabriele 
Marcie Lindheimer 
Dennis Raley 
2001-2003 
Position/ Classification Name 
Director Hubert S. Howe (up to 2002) 
Associate Director Drora Pershing 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor William Rothstein 
Distinguished Professor Thea Musgrave 
Emeritus Distinguished Professor Carl Schachter 
Emeritus Professors Sol Berkowitz 
Charles Burkhart 
Jimmy Heath 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Professors Allen Brings 
Henry Burnett 
Lawrence Eisman 
Raymond Erickson 
Rufus Hallmark 
Sir Roland Hanna 
Hubert S . Howe 
Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Joseph N. Strauss 
Associate Professors David Gagne 
David Jolley 
Micheal Mossman 
Richard Sang 
Edward Smaldone 
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Assistant Professor Cindy Bell 
Anne Stone 
Instructors Margorie C. Hahn 
Lecturer Drora Pershing 
Graduate Fellows Franklin 
[Philip) Stoecker 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician fFredericl Krahn 
Music School Secretaries [Anne] Dimino 
[Cynthia] M<!i_or 
Performance Faculty (2001-2003) -Full Time Faculty in Bold 
Instrument Name 
Violin and Viola Daniel Phillips 
Sara Adams 
Toby Apel 
Karen Dreyfus 
Burton Kaplan 
Isaac Malkin 
Margaret Pardee 
Cello David Gerber 
Alexander Kouguell 
Barbara Stein-Mallow 
Ronald Thomas 
Double Bass Homer Mensch 
Flute Linda Chesis 
Brad Garner 
Laura Gilbert 
Trudy Kane 
Tara Helen O'Connor 
Keith Underwood 
Jane Vinci 
Clarinet Charles Neidich 
David Krakauer 
Ayako Neidich 
Bassoon Jean Cortese 
Donald Olson 
Jane Taylor 
French Hom David Jolley 
Robert Routch 
Trumpet Micheal Mossman 
Murray Kahn 
Susan Radcliff 
Tom Smith 
Trombone Micheal Mossman 
Jack Schatz 
Haim Avitzur 
Percussion Michael Lipsey 
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Harp Susan Jolles 
Guitar (classical) Frederick Hand 
Patrick O'Brien 
Lute Patrick O'Brien 
Piano Edna Golandsky 
Lev Natochenny 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Dorothy Taubman 
Organ Harry Huff 
John Weaver 
Harpsichord Raymond Erickson 
Voice Shirlee Emmons 
Lena Gabriele 
Marcie Lindheimer 
Sandra Lopez 
2003-2005 
Position/ Classification Name 
Director Edward Smaldone 
Associate Director Drora Pershing 
Assistant Director Henry Bumett 
Assistant to the Director Jonathan Irving 
Graduate Advisor William Rothstein 
Emeritus Distinguished Professor Thea Musgrave 
Carl Schachter 
Emeritus Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Jimmy Heath 
Alexander Kouguell 
Leo Kraft 
Edward Lemer 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Professors Henry Burnett 
Raymond Erickson 
Hubert S. Howe 
Micheal Mossman 
'Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Associate Professors David Gagne 
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David Jolley 
Charles Neidich 
Richard Sang 
Edward Smaldone 
Assistant Professor Cindy Bell 
Anne Stone 
Substitute Assistant Professor Antonio Hart 
Michael Lipsey 
Instructor James John 
Substitute Instructors [Donna] Doyle 
Vishio 
Lecturer Drora Pershing 
Graduate Fellows [Eva] Sze 
Wramage 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Music School Secretaries [Anne] Dimino 
Rodriguez 
Performance Faculty (2003-2005) -Full Time Faculty in Bold 
Instrument Name 
Violin and Viola Daniel Phillips 
Sara Adams 
Toby Apel 
Karen Dreyfus 
Burton Kaplan 
Isaac Malkin 
Lucie Robert 
Cello David Gerber 
Alexander Kouguell 
Barbara Stein-Mallow 
Ronald Thomas 
Double Bass Homer Mensch 
Flute Linda Chesis 
Brad Garner 
Laura Gilbert 
Trudy Kane 
Tara Helen 0 'Connor 
Keith Underwood 
Jane Vinci 
Oboe Randall Wolfgang 
Clarinet Charles Neidich 
Bassoon Jean Cortese 
Donald Olson 
Jane Taylor 
Laura Koe:IJ_ke 
French Horn David Jolley 
Trumpet Micheal Mossman 
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Mary Hastings 
Susan Radcliff 
Tom Smith 
Vincent Penzarella 
Trombone Micheal Mossman 
Dave Findlayson 
Percussion Michael Lipsey 
Harp Susan J olles 
Piano Lev Natochenny 
Donald Pirone 
Morey Ritt 
Gerald Robbins 
Organ Harry Huff 
Jan Piet-Knijff 
Stephen Hamilton 
Harpsichord Raymond Erickson 
Voice Sherry Overholt 
David Leighton 
Maria Argyros 
Jane Olian 
Robert White, Jr. 
Sandra Lopez 
2005-2007 
Position/ Classification Name 
Director Edward Smaldone 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor William Rothstein 
Graduate Advisor for Classical Marcy Rosen 
Performances 
Graduate Advisor for Jazz Micheal Mossman 
Emeritus Distinguished Professor Thea Musgrave 
Carl Schachter 
Emeritus Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Jimmy Heath 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Professors Henry Burnett 
Raymond Erickson 
Hubert S . Howe 
David J alley 
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Micheal Mossman 
Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Edward Smaldone 
Associate Professors David Gagne 
Charles Neidich 
[Jeff] Nichols 
[Marcy] Rosen 
Richard Sang 
Anne Stone 
Assistant Professors [Mark] Anson-Cartwright 
Cindy Bell 
Antonio Hart 
[James] John 
Michael Lipsey 
[David] Schober 
Janice Smith 
Substitute Assistant Professor Rosenthal 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Administrative Assistant lAnne] Dimino 
Performance Faculty (2005-2007) -Full Time Faculty in Bold 
Instrument Name 
Violin Daniel Phillips 
Arik Braude 
Burton Kaplan 
Todd Phillips 
Linda Sinanian 
Viola Daniel Phillips 
Irene Breslau 
Dan Panner 
Cello Marcy Rosen 
Alexander Kouguell 
Double Bass Jpseph Bongiomo 
Mar.ji Danilow 
Flute Richard Dick 
Judith Mendenhall 
Tara Helen O'Connor 
Susan Rotholz 
Keith Underwood 
Oboe Burt Lucarelli 
Randall Wolfgang 
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Clarinet Charles Neidich 
Bassoon Marc Goldberg 
Laura Koepke 
Jane Taylor 
French Horn David Jolley 
Trumpet Mary Hastings 
David Krauss 
Vincent Penzarella 
Trombone Micheal Mossman 
Haim Avitsur 
Percussion Michael Lipsey 
Carlos Gomez 
Joseph Gramley 
Ganesh Kumar 
Harp Susan J olles 
Piano Morey Ritt 
Edna Golansky 
Donald Pirone 
Gerald Robbins 
Harpsichord Raymond Erickson 
Organ Stephen Hamilton 
Jan Piet-Kniiff 
Voice Andrew Andrade 
Maria Argyros 
RoseMarie Crouse 
Bruce Norris 
Sherry Overholt 
2007-2009 
Position/ Classification Name 
Director Edward Smaldone 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor for Academic Programs William Rothstein 
Graduate Advisor for Classical Marcy Rosen 
Performances 
Graduate Advisor for Jazz Micheal Mossman 
Professors Henry Burnett 
Raymond Erickson 
Hubert S. Howe 
David Jolley 
Micheal Mossman 
Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Edward Smaldone 
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Associate Professors David Gagne 
Charles Neidich 
[Jeff) Nichols 
[Marcy] Rosen 
Richard Sang 
Anne Stone 
Assistant Professors [Mark] Anson-Cartwright 
[Cynthia] Bell 
[Antonio] Hart 
[James] John 
[Michael] Lipsey 
[David] Schober 
[Janice] Smith 
Substitute Assistant Professor Rosenthal 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Emeritus Distinguished Professor Thea Musgrave 
Carl Schachter 
Emeritus Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Jimmy Heath 
Alexander Kouguell 
Leo Kraft 
Edward Lemer 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Administrative Assistant [Anne] Dimino 
Performance Faculty (2007-2009) -Full Time Faculty in Bold 
Instrument Name 
Violin Daniel Phillips 
Arik Braude 
Burton Kaplan 
Todd Phillips 
Linda Sinanian 
Viola Daniel Phillips 
Irene Breslau 
Dan Fanner 
Cello Marcy Rosen 
Alexander Kouguell 
Double Bass Joseph Bongiomo 
Mruji Danilow 
Flute Richard Dick 
Judith Mendenhall 
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Tara Helen O'Connor 
Susan Rotholz 
Keith Underwood 
Oboe Burt Lucarelli 
Randall Wolfgang 
Clarinet Charles Neidich 
Bassoon Marc Goldberg 
Laura Koepke 
Jane Taylor 
French Horn David Jolley 
Trumpet Mary Hastings 
David Krauss 
Vincent Penzarella 
Trombone Micheal Mossman 
Haim Avitsur 
Percussion Michael Lipsey 
Carlos Gomez 
Joseph Gramley 
Ganesh Kumar 
Harp Susan J olles 
Piano Morey Ritt 
Edna Golansky 
Donald Pirone 
Gerald Robbins 
Harpsichord Raymond Erickson 
Organ Stephen Hamilton 
Jan Piet-Knijff 
Voice Andrew Andrade 
Maria Argyros 
RoseMarie Crouse 
Bruce Norris 
Sherry Overholt 
2009-2011 [from the 2011 catalouge 2010-2011 not available] 
Position/ Classification Name 
Director Edward Smaldone 
Assistant Director Henry Burnett 
Assistant to the Director Jonathan Irving 
Graduate Advisor for Academic Programs William Rothstein 
Graduate Advisor for Classical Marcy Rosen 
Performances 
Graduate Advisor for Jazz Micheal Mossman 
Emeritus Distinguished Professor Thea Musgrave 
Carl Schachter 
Emeritus Professors Sol Berkowitz 
Allen Brings 
Charles Burkhart 
Lawrence Eisman 
Jimmy Heath 
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Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Henry Weinberg 
Robert White 
Professors Henry Burnett 
Raymond Erickson 
Hubert S. Howe 
David Jolley 
Micheal Mossman 
Arbie Orenstein 
Maurice Peress 
Daniel Phillips 
Morey Ritt 
William N. Rothstein 
Bruce Saylor 
Edward Smaldone 
Associate Professors David Gagne 
Charles Neidich 
[Jeff] Nichols 
[Marcy] Rosen 
Richard Sang 
Anne Stone 
Assistant Professors [Mark] Anson-Cartwright 
[Cynthia] Bell 
[Antonio] Hart 
[James] John 
[Michael] Lipsey 
[David] Schober 
[Janice] Smith 
Substitute Assistant Professor Rosenthal 
Senior College Laboratory Technician [Wolodymyr] Jawdoszyn 
[Andrew] Saderman 
College Laboratory Technician [Frederic] Krahn 
Administrative Assistant [Anne] Dimino 
Performance Faculty-Full Time Faculty in Bold 
Instrument Name 
Violin Daniel Phillips 
Arik Braude 
Burton Kaplan 
Todd Phillips 
Linda Sinanian 
Viola Daniel Phillips 
Irene Breslau 
Dan Panner 
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Cello Marcy Rosen 
Alexander Koui[Uell 
Oouble Bass Joseph Bongiorno 
Marii Danilow 
Flute Richard Dick 
Judith Mendenhall 
Tara Helen O'Connor 
Susan Rotholz 
Keith Underwood 
Oboe Burt Lucarelli 
Randall Wolfgang 
Clarinet Charles Neidich 
Bassoon Marc Goldberg 
Laura Koepke 
Jane Taylor 
French Horn David J ollev 
Trumpet Mary Hastings 
David Krauss 
Vincent Penzarella 
Trombone Micheal Mossman 
Haim Avitsur 
Percussion Michael Lipsey 
Carlos Gomez 
Joseph Gramley 
Ganesh Kumar 
Harp Susan J olles 
Piano Morey Ritt 
Edna Golansky 
Donald Pirone 
Gerald Robbins 
Harpsichord Raymond Erickson 
Organ Stephen Hamilton 
Jan Piet-Knijff 
Voice Andrew Andrade 
Maria Argyros 
RoseMarie Crouse 
Bruce Norris 
Sherry Overholt 
Howard Brofsky 
Charles Burkhart 
Lawrence Eisman 
Raymond Erickson 
. Rufus Hallmark 
Jimmy Heath 
Gail Hightower 
Hubert Howe 
Alexander Kouguell 
Leo Kraft 
Edward Lerner 
Joel Mandelbaum 
Maurice Peress 
Drora Pershing 
Morey Ritt 
Richard Sang 
Carl Schachter 
Edward Smaldone 
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APPENDIX B: 
INTERVIEW SUBJECTS 
Former Director of QC Music Department 
Emeritus faculty 
Former Chair of QC Music Department 
Former Director of ACSM 
Former Director of ACSM 
Emeritus faculty 
Former Director of The Louis Armstrong 
House 
Former Director of ACSM 
Emeritus faculty 
Former Chair of QC Music Department 
Former Chair of QC Music Department 
Former Chair of QC Music Department and 
ACSM 
Director of QC Orchestra 
Former Associate Director of ACSM 
Professor of Music 
Professor of Music Education 
Emeritus faculty 
Director of ACSM 
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